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You ean hear 





A Recital of Harpsichord Music by WANDA LANDOWSKA | 








Prelude, Fugue and Allegro in E Flat; Ground in C Minor — Purcell | 
Fantasia in C Minor — J. S. Bach The Nightingale — Anonymous 

Sonata in D, L.418; Air “‘The Harmonious Blacksmith” and 
Sonata in D Minor, L.423 — D. Scarlatti Variations (from Suite No. 5 in E) — Handel . | 
Sarabande in D Minor — Chambonnieéres Rondo in D, K.485; 

La Dauphine — Rameau Alla Turca (from Sonata in A, K.331); - 2 
Les Barricades mystérieuses ; Minuet in D Major, K.355 — Mozart | 
L’Arlequine — Couperin Concerto in D — Vivaldi arr. J. S. Bach 


ALP 1246 
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The GRAMOPHONE 


Supplement 


on two new 
Long Play 


records 


Bach Violin Concertos No.1 in A Minor No.2 in E 


WITH THE LOS ANGELES PHILHARMONIC ORCHESTRA 


CONDUCTED BY ALFRED WALLENSTEIN 


and WITH RUBINSTEIN AND FEUERMANN 


Trio No. 1 in B Major, Op. 8—Brahms 






(Recorded September 1941) 


and another recording by the 


AMADEUS STRING QUARTET 


NORBERT BRAININ - SIEGMUND NISSEL 
PETER SCHIDLOF - MARTIN LOVETT 


Quartet No. 13 in A Minor Op. 29, No. 1 — Schubert 
246 BLP 1069 






iV OICE 


1OM-11 GREAT CASTLE STREET 


333 r.p.m. Records 


LONDON -: W..1 


DETROIT PUBLIC LIBRARY, 





BLP 1070 


BLP 1056 


...and to remind you of Heifetz’s 
many other Long Play recordings 
we list them here : 





Mendelssohn : Trio in D Minor 
Ravel : Trio in A Minor 
(with Artur Rubinstein and 


Gregor Piatigorsky) ALP 1009 
Elgar : Concerto in B Minor 

(with LSO conducted by 

Sir Malcolm Sargent) ALP 1014 


Tchaikovsky : Concerto in D, Op. 35 
(with Philharmonia Orchestra 


conducted by Walter Susskind) BLP 1012 


Beethoven : Romances Nos. 1 and 2 
Saint-Saéns : Havanaise 

Introduction and Rondo Capriccioso 

(with RCA Victor Symphony Orchestra 
conducted by William Steinberg) BLP 1022 


Lalo : Symphonie espagnole 
(with RCA Victor Symphony Orchestra 
conducted by William Steinberg) BLP 1029 


Beethoven : Sonata No. 9 in A ‘*‘ Kreutzer” 
(with Benno Moiseiwitsch) ALP 1093 





Bruch : Concerto No. 1 in G Minor 
Mozart: Concerto No. 5in A, K.219**Turkish”’ 
(with LSO conducted by 


Sir Malcolm Sargent) ALP 1124 


Walton : Concerto for Violin and Orchestra 
(with Philharmonia Orchestra 
conducted by Sir William Walton) 8LP 1047 


Beethoven: Trio No. 7 in B Flat ‘‘Archduke”’ 
(with Rubinstein and Feuermann) ALP1184 


Recital (with Emanuel Bay, Piano) 4LP/206 
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LINKA 
MILANOV 


I'he RCA Victor Orchestra 
conducted by Renato Cellini 


Operatic Arias 


“La Forza del Destino ” — Verdi 
Recit. : Son giunta! Grazie, O Dio! 
Aria: Madre, madre, pietosa Vergine; 

Ii santo nome di Dio 
(with Lubomir Vichegonov) ; 
Pace, pace mio Dio 


“La Gioconda ” — Ponchielli 
Suicidio! 


“* Alda ” — Verdi 


Ritorna vincitor! 
Qui Radamés verra! 


“Tl Trovatore ” — Verdi 
Tacea la notte placida; 
Timor di me? 


eo ia Rustj * Cavalleria Rusticana ” — Mascagni 
upled with « I agli al Voi lo sapete (with Margaret Roggero) 

and Le, uP M26 a) ALP 1247 
€onora in “ Trov ‘ 
ALP 1112.3 atore” 


“HIS MASTER'S VOICE” 
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infects most of the orchestra, here, most of 
the time ; though it is at its hardest in the 
D major work, and does improve for the 
others—fairly consistently, for the finale of 
the F major is almost winning. 

The disc is clearly enough recorded. 
But it is badly arranged (as also are 
some other similar discs) ; to put three 
works on a two-sided disc by splitting one 
of them between the two sides is surely 
planning of a fantastically impractical 
order ? Few listeners are likely to want 
to play these three Divertimenti straight 
through in a row for pleasure; but 
anyone wishing, entirely reasonably, to 
play the second of them, alone, will 
wonder just what LP is for each time he 
gets up to turn after the first movement. 


M.M. 


SCHUBERT. Trio No. 2 in E flat 
major, Op. 100. Erich Rohn 
(violin), Conrad Hansen (piano), 
Arthur Troester (’cello). Tele- 
funken LGX66039 (12 in., 36s. 54d.). 
Badura-Skoda, Fournier, Janigro (11/53) WLP5121 
Schneider, Casals, Horszowski (9/54) ABL30C9 

This is a very good record indeed, flaw- 
lessly engineered, beautifully balanced and 
with a comfortable, true sound. The 
performance is first-rate, a delight to listen 
to. The players choose just tempi, maintain 

a vital pulse, and phrase flexibly and 

expressively. It is bad luck on them that 


they come up against such formidable 
rivalry as the Philips Schneider/Casals/ 


Horszowski team. For that performance, 
recorded at a Prades Festival, offers chamber 
music playing of finesse, intensity and 
seriousness such as we seldom hear. Purely 
as a team, the three soloists are a shade 
less suave than the German players, and if 
for any reason a listener should find the 
Philips disc (which is not quite so expertly 
recorded) not to his taste, then the new 
Telefunken should leave him more than 
content. The rhythmic control in the Nixa 
version is far less secure, and interest tends 
to flag during the long movements. More- 
over, the recording is less comfortably 
balanced ; whoever has the tune seems to 
stick out too far. 


SCHUBERT. Quartet No. 13 in A 
minor, Op. 29, No. 1. Amadeus 
String Quartet. H.M.V. BLP1069 
(10 in., 27s. 34d.). 


Vegh Quartet (10/52) LXT2709 


Vienna Konzerthaus (10/53) WLP5115 
Italian Quartet (4/54) LXT2854 
Hearing the earlier recordings of this 
Quartet again, I feel that perhaps the 
Vienna Konzerthaus performance is the 
best on points, and certainly better recorded 
and fuller in tone than its only rival, the 
Vegh Quartet. The V.K. play the finale 
with irresistible verve, but make the slow 
movement (with the Rosamunde tune) sound 
a little dull. The Record Guide found the 
Vegh performance “‘ meagre and lacking in 
emotion ”’, a verdict that is inexplicable to 
me. It is sometimes rough, and the tone is 
tubby at the start of the first movement, 
but the players capture the sad mood of 
this movement very well, and I liked the 
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rhythmic drive of the Minuet and Trio as 
they play it, and also their treatment of the 
slow movement. The Italian Quartet 
deprive the work, by their slow tempi and 
general outlook, of its vitality, leaving us 
only with sensuous beauty of tone, admir- 
ably recorded. But this is not Schubert. 

Now come the Amadeus group on a ten- 
inch disc and with a performance that is 
musicianly but recorded, though well as 
regards tone, at a level that rather devitalises 
it. This group plays the slow movement 
beautifully and slightly quicker than the 
rest—more Allegretto than Andante—but 
lack sparkle in the last movement. 


That is the picture as I see it; and it 
seems to me that those who have either the 
Vienna Konzerthaus or Vegh recordings 
may rest content with them. The remaining 
factor is economic. A.R. 


SCHUBERT. Quartet in D minor, 
D.810, “ Death and the Maiden ’”’. 
Allegro in C minor for String 
Quartet, D.703, “ Quartettsatz ”’. 
Barchet Quartet. Vox PL8810 
(12 in., 36s. 54d.). 

Death and the Maiden : 
Hungarian Quartet (4/53) CLP1152 


Amadeus Quartet (1/54) (H)ALP1088 
Vienna Philharmonic Quartet (4/54) LGX66016 


Quartettsatz : 
(11/51) PLP517 


Rarchet Quartet 
New Italian Quartet (6/52) LX T2679 


In his review of the previous version of 
Schubert’s ‘‘ Death and the Maiden” 
Quartet, M.M. came to the conclusion that 
the Amadeus performance was, for normal 
purposes, first choice. He found more 
poetry and intimacy in the Hungarian 
Quartet’s Nixa recording, and whilst I 
agree with him up to a certain point 
regarding the musical quality of the 
performance, I must say that I find the 
Nixa acoustic extremely boxy and unclear 
at times. The ’cello always seems to suffer 
from microphone placing, perhaps because 
it is relatively nearer the ground than the 
other three instruments, with the result that 
passages on the lower strings sound muffled. 
This is true of the three recordings I have 
played, and is especially noticeable at such 
important places as I, go-96 and II, 137-40, 
where the ’cello has significant utterances 
which are all but inaudible. Recording 
engineers may care to devote a little time 
and thought to this problem. 

The acoustic of the new Vox disc is the 
exact antithesis of the Nixa one: it is far 
too resonant, and the balance is hopelessly 
overweighted in favour of the violins, 
resulting in a hard and strident tone in any 
passage marked higher than mf. Barchet 
has a preculiarly wooden type of détaché, 
and too often resorts to spiccato bowing, 
as in the finale, which is ruined by all the 
hopping, skipping and jumping that goes 
on. There are also some bad spots of inton- 
ation, in the octave passages at I, 113 and 
III, 44, to mention only two examples. 
Somehow the playing is neither subtle nor 
vigorous: or rather the two qualities are 
used in the wrong places. Even the slow 
movement, which is perhaps the best 
played of the four, has faults of this nature. 
Middle parts, intent on hammering out 
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their triplet quavers in Variation 1, mar 
what is otherwise a sensitive piece of playing 
from the first violin and ’cello. Compare the 
Amadeus version, and you will see at once 
that they know the difference between 
important and unimportant inner parts. 
The Barchets choose an extremely sober 
tempo for the final Presto, which does not 
come off at all well: there is a sense of 
labouring under difficulties which is never 
apparent in the Amadeus or Hungarian 
versions. 

The Quartettsatz, thrown in as an extra, 
would not make me more enthusiastic to 
acquire this Vox disc. In fact, the situation 
is more or less the same as M.M. left it, 
after listening to the dull Telefunken. The 
Barchets are not dull, but they are not 
careful—and care is essential in recording 
well-known classics just as it is in recording 
the lesser-known ones. DS. 


WALTON. Sonata for Violin and 
Piano. Max Rostal (violin), Colin 
Horsley (piano). Quartet for Piano 
and Strings. Robert Masters 
Piano Quartet (Robert Masters, 
violin ; Muriel Taylor, ’cello ; Nannie 
Jamieson, viola; Kinloch Anderson, 
piano). Argo RG48 (12 in., 36s. 54d.). 


The Walton Violin Sonata is not a work 
that impresses at the first hearing ; in fact 
it seems rather dull. But I can assure those 
not already acquainted with it that it 
grows on you, the first movement seeming 
more nostalgically lyrical at each hearing, 
and I now find this music hauntingly 
beautiful. The variations (each one a 
semi-tone higher than its predecessor) are 
tougher going, but almost as rewarding in 
the end. The performance by Max Rostal 
and Colin Horsley is excellent, but 
unfortunately the balance does not do the 
players or the music justice. The violin 
sounds a little too near, the piano decidedly 
too distant, and the piano tone lacks 
roundness even when the instrument is 
clearly audible. Fortunately the piano tone 
and the balance generally are a good deal 
better on the other side of the disc. The 
Robert Masters Piano Quartet are a little 
rough at times, but they play Walton’s 
earliest published work with spirit and 
intelligence. And what an _ astonishing 
work it is for a youth of 16. True the earlier 
movements sound more like Vaughan 
Williams than Walton, and at times there 
is ‘too much going on” for the players 
to achieve clarity, but this music is extra- 
ordinarily fresh, and the last movement 
with its Stravinskyish rhythms is a real 
knock-out. Incidentally there seems to have 
been some revision since publication in 
1924—of which the otherwise excellent 
sleeve notes make no mention. A ’cello 
solo at bar 25 of the slow movement and a 
much improved version of the fugato 
subject in the finale are not in the printed 
copy. The recording is reasonably good. 
You will have to turn up the volume 
slightly for the last movement as, for some 
reason, it has been recorded at a slightly 


lower level than the rest. —_ 








INSTRUMENTAL 


BACH. Toccata and Fugue in D minor 
(BWV565). 

HINDEMITH. Sonata No. tr. 

PEPPING. Chorale Preludes: O 
Haupt voll Blut und Wunden; 
Erschienen ist der herrlich Tag; 
Heut singt die liebe Christenheit. 
Fritz Heitmann (organ). Telefunken 
LGX66038 (12 in., 36s. 54d.). 

I reviewed the first of this set of two discs 
in the May issue of THE GRAMOPHONE, and 
have since then learnt from Mr. Francis 
Clough (one of the editors of The World’s 
Encyclopedia of Recorded Music) that the 
organ used by Heitmann is that of the 
Pauluskirche in Berlin. I am most grateful 
to have this information, and wish (as I am 
sure Mr. Clough does) that record manu- 
facturers would take more care to include 
details of this nature in their notes. There 
is no reason why the heart should be the 
only organ worn on a distributor’s sleeve. 

Heitmann’s Toccota and Fugue in D minor 
is one of the best of his performances in this 
set. The work is soberly played, as if the 
organist were coming afresh to one of Bach’s 
most popular works. In the Hindemith 
Sonata, he shows his firm grasp of modern 
organistic idiom, and saves the work from 
sounding too thick by his careful registration 
and clear phrasing. I always feel that 
Hindemith’s second sonata ‘‘ comes off” 
better than the first, but that may be due 
to my own prejudice. Heitmann has 
certainly managed to penetrate the style of 
the 1937 work, and brings off a splendid 
performance. 

The Chorale Preludes by Ernst Pepping, 
written in 1941 when the composer was 
forty years of age, will probably be new to 
many collectors. These three works form 
part of an extended collection of sacred 
music—the Grosses Orgelbuch, whose scope 
may be fitly compared to the chorale 


preludes of Bach and Pachelbel. Pepping’s — 


idiom is new but not over-adventurous : his 
harmonic technique has an inner logic 
which true musicians will value and 
appreciate for its sincerity of speech and its 
devotional outlook. 

This disc, like its predecessor, is to be 
cordially recommended. 


BACH. Chromatic Fantasia and Fugue 
in D minor, BWV 903. Italian 
Concerto in F major, BWV 971. 
George Malcolm (harpsichord). 
Decca LW5170 (10 in., 18s. o}d.). 


Chromatic Fantasia (harpsichord) : 
Valenti 


(1/55) LLP8047 

A comparison between the Valenti disc 
and the new Decca issue is extremely 
interesting, and brings home a number of 
important points concerning the con- 
struction, registration, and recording of 
harpsichords, whose place in the LP 
catalogue grows more significant as time 
goes on. 

There is not a great deal of difference in 
the tempi adopted by the two players: 
overall timings are 11.45 (Valenti) and 
11.58 (Malcolm). Valenti’s performance is 
brittle and brilliant, and (as I remarked 
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before) does full justice to the work. But 
Malcolm’s outlook on the Fantasia gives us 
new insight into its poetical and meditative 
aspects ; he plays it as if he were in rapt 
contemplation of the quintessential Bach, 
whereas Valenti’s Fantasia is an astound- 
ingly accurate rendering of the notes rather 
than the spirit behind them. Again, in the 
Fugue, Valenti’s almost mechanically perfect 
rhythm compels our admiration; Mal- 
colm’s rhythmical control, none the less 
inexorable, has about it a quality of fine 
flexibility which gives the listener a strong 
impression of the player’s physical presence. 
This impression is enhanced by the quality 
of the recording and the tone of the harp- 
sichord, which (if I am not mistaken) is by 
Thomas Goff. 

Generally speaking Decca have succeeded 
in capturing a warm, vibrant sound that is 
entirely free from unwanted overtones and 
extraneous noises. The Nixa disc, although 
a faithful recording, cannot compare in any 
way with the Decca disc for sheer clarity 
of part-writing and beauty of tone. If we 
compare the final entry of the fugue subject 
in these two recordings, we find that Nixa’s 
sound is overwhelmingly powerful but 
uncomfortably blurred: Decca give quite 
as much power, and with it a sense of 
grandeur and clarity due in almost equal 
measure to the skill of the maker, the 
artistry of the player, and the co-operation 
of the recording engineers. The Italian 
Concerto, too, gains a new lease of life in 
this altogether splendid version. I like the 
tempi very much, and welcome the almost 
southern warmth of the _harpsichord’s 
glowing tones. This is a disc which should 
form part of every Bach lover’s collection. 


DS. 


BRAHMS. Capricci and Intermezzi, 

- 76. Fantasies, Op. 116. 

Walter Gieseking (piano). Columbia 
33C0X1255 (12 in., 36s. 54d.). 

RRAHMS. Six Pieces, Op. 118. Inter- 

mezzi and Rhapsody, Op. 119. 
Rhapsodies, Op. 79. Walter Giese- 
king (piano). Columbia 33CX%1256 
(12 in., 36s. 54d.). 

Sooner or later, I suppose, some pianist 
is going to get round to giving us the 
Complete Piano Works of Johannes Brahms. 
Here we have almost all the late collections, 
the three Intermezzi of Op. 117 being all 
that is missing. Meanwhile Decca have 
bit by bit built up an even fuller representa- 
tion, with Wilhelm Kempff as_ their 
exponent. To clear the ground, perhaps 
it is worth listing the Kempff records first : 
Op. 10 (Ballades) and Op. 76—LXT2914: 
Op. 79 and Op. 117—LX3143: Op. 116 and 
Op. 119—LXT2935: Op. 118—LX3032. 
LXT2914 and LXT2935 are very success- 
ful, and so is LX3143, which replaces an 
earlier and less successful issue by the same 
pianist (see L.S’s review of November, 
1954). Opus 118, an early recording, 
should also be remade. These are the 
interpretations which would be my first 
choice for anyone who wishes to add the 
late Brahms piano pieces to his collection ; 
but I should also draw his attention to 
Rubinstein’s imaginatively played selection 
on H.M.V. ALP1213, and to this new issue. 
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It will be obvious from the intricacy of 
the coupling that a reviewer must quail 
before the problem of evaluating the new 
Gieseking records, disc against disc, with 
the earlier issues. Some of these recordings 
have already appeared in 78 form, and 
they must date from 1953. The best of 
them were not chosen on the whole, and 
though they met with a rather cool 
reception in these columns, readers must 
not complain if time has brought some 
revaluations. Also, to hear the pieces in 
context makes a difference. The listener 
who puts on just one of the pieces singled 
out below as being specially good may feel 
impelled to write an angry letter. Person- 
ally, I found that as I played through these 
four sides, preconceptions gradually faded 
and I sank into Gieseking’s point of view 
of the pieces—generally. 

All in all, I think the records very reward- 
ing. Rhythmically very intricate, har- 
monically bold, terse, often elliptical, 
extraordinary in their thematic transforma- 
tions—these late compositions repay the 
most careful study and one cannot become 
too familiar with them. From a pianistic 
point of view, too, they are of the highest 
interest; there are many, many things 
one can “do” with them, and few kinds 
of piano writing are not explored at some 
point in the series. For this reason Kempf, 
Rubinstein and Gieseking can each shed 
a different light on them. 

General considerations on the new issue : 
Gieseking’s singing tone is always a joy to 
the ear; the sounds he makes are always 
beautiful. His interpretation is consistently 
intimate, which is nearly always an 
advantage, but not in the one or two 
“concert” pieces (notably the Opus 79 
Rhapsodies), where he plays with too 
few reserves in hand, and shows a tendency 
to substitute vehemence for power. One 
has heard younger pianists—Katchen or 
Yankoff—give more imposing and fervent 
readings of those ardent passages where 
the Brahms of the early sonatas seems to 
stand before us again in all his impetuous 
youth. But more of the works are more 
like reflections overheard, and here Giesc- 
king is almost unfailingly successful, within 
his chosen style. More than once, especially 
in the faster pieces, Gieseking’s rubato 
seems too loosely controlled, destructive of 
rather than enhancing musical values. An 
exception is the E major Intermezzo of 
Op. 116, where his handling is much freer 
than that of most pianists, and exquisite. 

From this it will follow that the lyrical 
passages are more successful than the 
dramatic ones. The F sharp minor 
Capriccio of Op. 76 illustrates this clearly. 
The opening page, which blows up from 
murmurings to a storm in nine bars, is 
relatively feebly done, but the melody which 
succeeds it beautifully touched. It is 
interesting to hear the B minor Capriccio, 
No. 2, played in a straightforward, untricky 
fashion, a perfectly acceptable alternative 
to more pianistically magical renderings. 
In No. 3, the C minor Intermezzo, Giese- 
king rises to considerable heights of 
expressiveness in the soft-toned but large- 
hearted swelling towards the 14th bar— 
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Red-Letter Month for English Music! 
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The doyen of English conductors 
bringing his supreme interpretative 
gifts to some of the best-loved music 
ever written by an English composer 
... here isan event to be most warmly 
welcomed by admirers of both these 
distinguished men of music. 


VARIATIONS ON AN 
ORIGINAL THEME Op.36 
(Enigma) 


COCKAIGNE 
Concert Overture Op.40 


SERENADE 
FOR STRINGS 
in E minor Op. 20 


The Royal Philharmonic 
Orchestra 
conducted by 
SIR THOMAS BEECHAM 


Bart. 
ABL 3053 
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Philips — first with recordings of these major works by master composers 


STRAVINSKY 


‘OEDIPUS REX’ 


Opera Oratorio in two acts 
after Sophocles 

Martha Modl mezzo-soprano 
Peter Pears tenor 

Helmut Krebs tenor 

Heinz Rehfuss baritone 

Otto von Rohr bass 
Narration by Jean Cocteau 
The Cologne Radio Symphony 
Orchestra and Chorus 
conducted by 

IGOR STRAVINSKY 


ABL 3054 


PHILIPS 
nipiore | 33 
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SHOSTAKOVITC 


SYMPHONY No. 10 IN E MINOR Op. 93 


The Philharmonic-Symphony 
Orchestra of New York 

conducted by 

DIMITRI MITROPOULOS ABL 3052 





PROKOFIEV 


SYMPHONY No. 7 Op. 131 


The Philadelphia Orchestra 
conducted by 
EUGENE 
ORMANDY 
ABR 4034 











and still further Philips 
releases 
NEW THIS MONTH 


HINDEMITH 
MATHIS DER MALER 
(Symphony from the opera) 
Concert Music for Strings & Brass Op. 50 
The Philadelphia Orchestra conducted by 


EUGENE ORMANDY ABL 3051 
BEETHOVEN 

Symphony No. 6 in F Major Op. 68 

‘Pastorale’ ) 

The Wiener Symphoniker conducted by 

WILLEM VAN OTTERLOO ABL 3043 


MOZART (Jubilee Edition 1956) 
Clarinet Concerto in A major (K.622) 
RICHARD SCHONHOFER—clarinet 
The Wiener Symphoniker conducted by 
BERNARD PAUMGARTNER ABR, 4033 


HUNGARIAN GYPSY SONGS 
SARI BARABAS—soprano with 
Kalm Lendvay’s Gypsy Orchestra NBL 5011 


FRANCESCATTI VIOLIN RECITAL 
ARTUR BALSAM & MAX LARNER (piano) 
I Palpiti Op. 13 (PAGANIND 
Tango (ALBENIZ-KREISLER) 

Russian Airs Op. 6 (WIENIAWSK] 


Variations on a theme of Corelli 
(TARTINI-FRANCESCATTI) 


Polka from ‘The Age of Gold’ (SHOSTAKOVITCH) 
Rondino on a theme of Beethoven (KREISLER) 


La Fille aux Cheveux de Lin 
(DEBUSSY-HARTMANN) 


Minstrels (DEBUSSY-HARTMANN) 


The Prophet Bird Op, 82 No. 7 
(SCHUMANN-HEIFETZ) 


Caprice in A minor (WIENIAWSKY) 
Schén Rosmarin (KREISLER)__ NBL 5010 
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PREVIOUS 


which you must hear 


PHILIPS 
JS/3 
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LEONCAVALLO ‘I Pagliacci’ (Complete) 
GIUSEPPE VALDENGO, LUCINE AMARA, 
THOMAS HAYWARD, RICHARD TUCKER, 
CLIFFORD HARVUOT 
The orchestra and chorus of the 
Metropolitan Opera Association 


conducted by FAUSTO CLEVA ABL 3041/2 


MAHLER Symphony No.1 in D Major 
The Philharmonic-Symphony Orchestra of New York 
conducted by BRUNO WALTER ABL 3044 


WALTON Viola Concerto 

WILLIAM PRIMROSE (Viola) 

The Royal Philharmonic Orchestra 

conducted by Sir MALCOLM SARGENT 
HINDEMITH ‘Der Schwanendreher’ 

(Concerto for viola and small orchestra) 

WILLIAM PRIMROSE (Viola) with 

Chamber Orchestra conducted by JOHN PRITCHARD 

ABL 3045 


RAVEL Ma Mere L’Oye; Habanera; Jeux d’Eau; 
Gaspard de la Nuit; Menuet Antique 


ROBERT CASADESUS (Piano) ABL 3046 


BALAKIREV Tamar—Symphonic Poem 
DVORAK Symphonic Variations, Op. 78 
The Royal Philharmonic Orchestra conducted by 
Sir THOMAS BEECHAM, Bart. ABL 3047 


MASCAGNI ‘Cavalleria Rusticana’ (Complete) 
MARGARET HARSHAW; MILDRED MILLER; 
RICHARD TUCKER; FRANK GUARRERA 
The orchestra and chorus of the 
Metropolitan Opera Association 


conducted by FAUSTO CLEVA ABR 4000/1 


J.C. BACH Concerto in E Flat Major, Op. 7, No. 5 
for cembalo and strings 
GUSTAV LEONHARDT (Cembalo) 
Sinfonia Concertante in A Major for violin and ’cello 
WALTER SCHNEIDERHAN (violin) 
NIKOLAUS HUBNER (’cello) 
The Wiener Symphoniker conducted by 
PAUL SACHER ABR 4029 


BRAHMS Symphony No. 3 in F Major, Op. 90 
The Philharmonic-Symphony Orchestra of New York 
conducted by BRUNO WALTER ABR 4031 


TCHAIKOVSKY 
(Orchestral Suite) 
The Wiener Symphoniker conducted by 
WILLEM VAN OTTERLOO 
‘Casse Noisette’ Suite Op. 7la (‘The Nutcracker’) 
The Wiener Symphoniker conducted by 
RUDOLF MORALT NBL 5005 


‘The Sleeping Beauty’, Op. 66a 


SCHUMANN Etudes Symphoniques, Op. 13 
YURI BOUKOFF (Piano) NBR 6615 
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one of my favourite passages. No. 4, the 
B flat Intermezzo, is dreamily played, but 
in the succeeding Capriccio, C sharp 
minor, the climaxes sound like feeble, 
empty rhetoric (which they are not), and 
the closing bars are rather muddled. The 
following two Intermezzi, A major and 
A minor, present beautiful playing of 
sustained lyricism. The final Capriccio is 
rather shapeless. 

All the recording in this set, I must say 
at this stage, is consistently fine, with no 
distortion, no harshness, and a_ gentle 
intimacy about the sound. The other side 
of 33CX1255 presents the seven Capricci 
and Intermezzi of Op. 116. The first, 
the D minor Capriccio, does not give us 
that sense of hurtling along with a giant 
energy, rejoicing in strong muscles. Giese- 
king “‘ cooks up ’’, so to speak, the necessary 
feeling of exuberance ; it does not sound 
natural. . In No. 2, the A minor Intermezzo, 
the playing of the A major transformation 
of the theme is memorable. No. 3, the 
G minor Capriccio, again finds Gieseking 
untidy in a boisterous piece. Nos. 4, 5 and 
6, however, three lyrical Intermezzi, are 
tender, beautifully judged, magical. The 
final D minor Capriccio is rather heavy 
going: emphasis is made to serve for 
strength, and the left-hand quavers are 
generally indistinct. But when, in the 2/4 
section, a single thread is spun out, darting 
in swift curves up the keyboard, we 
succumb to pianistic mastery. In Op. 116, 
then, the Intermezzi are better than the 
Capricci. 

The same is true of Op. 119: the A 
major Intermezzo, No. 2, in particular, is 
accorded a simple, tender treatment, 
which exactly suits its gentle melody. The 
G minor Ballade has the faults of the D 
minor Capriccio of Op. 116, though the 
B major middle section is unforgettably 
played. The F minor Intermezzo starts 
very well, but later on the triplets become 
a bit convulsive. The central section of 
the F major Romanze, No. 5, is delicately 
played, and a fine example of that lightly 
touched but caressing tone of which 
Gieseking is master. The final Intermezzo, 
E flat minor, a mysterious, haunting, dis- 
turbing piece, is gently confided to us as if 
the pianist (or composer) were taking us 
into his confidence. 

On the other side of the record the three 
Intermezzi of Op. 119 are thoughtful and 
tender, with the B major _berceuse-like 
section of No. 3 being particularly fine. 
The C minor Rhapsody, again a “‘ concert ” 
piece, is rather light-weight, and the final 
scrimmage indistinct. The two Rhapsodies 
of Op. 79 seem to me the least successful 
part of the set. The B minor is untidy, 
with needless rubato, and though the B 
major section is delicately played, even 
here the flow is impeded. At the end we 
have a‘sense of scurry, not power; and 
there appears to be a tape-join 19 bars 
before the end. The G minor, again, is 
untidy and also overpedalled. Though 
there are beautiful things in it—notably 
the introduction of the “ second subject ” 
in octaves at bar 13 and corresponding 
piaces, the total effect is exaggerated. 
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This review has failed of its purpose if 
it has not established that on the whole 
there is more to enjoy than to object to in 
these readings. More robust, rhythmically 
vitalised performances are often heard, 
but seldom such gentle ones. Everyone 
should try to hear the discs. A.P. 


CHOPIN. Sonata No. 2 in B flat minor, 
Op. 35. Sonata No. 3 in B minor, 
Op. 58. Victor Schidler (piano). 
H.M.V. ALP1243 (12 in., 36s. 54d.). 


Coupled as above : 
avaes 
Sonata No.2: 


(7/53) PL7360 


Backhaus (2/51) LXT2535 
Horewitz (11/53) (H) ALP1087 
Sonata No.3: 


Malcuzynski (12/52) 33C1005 

Of the recordings listed above the 
Backhaus has an unsympathetic approach, 
and the Malcuzynski several technical 
defects. The Horowitz has steely brilliance 
and must have pleased many. But the chief 
rival to the new Schidler recording is the 
Vox disc made by Guiomar Novaes, partly 
because it couples the same _ two 
sonatas, and partly because the playing is 
so good. Let me say straight off that 
Schidler is extremely well recorded, with 
scarcely a trace of surface noise; Miss 
Novaes is less fortunate in this respect. Her 
chief asset is her remarkable capacity for 
playing difficult runs quickly and lightly 
and yet with real poetic feeling (listen to the 
semiquaver passages in the finale of the B 
flat minor sonata), but when the music is 
much easier this poetic quality seems to 
desert her. Schidler sounds clumsy in 
comparison when he plays the two scherzo 
movements (and he spoils the middle 
section of the B minor scherzo by his failure 
to-shape the phrases) ; but he plays the 
Funeral March with far more breadth and 
dignity than his rival. In the B flat minor 
finale he makes only one explosion, but 
even this is one more than Chopin intended. 
All too many pianists have followed 
Rachmaninov’s lead here, putting in all 
manner of dynamic alterations whereas 
Chopin actually asks for a steady pianissimo 
from start to finish. The trouble is that 
Rachmaninov made this music sound 
wonderfully effective his way (and so for 
that matter does Miss Novaes), but their 
way is not Chopin’s way. Schidler almost 
achieves the composer’s wishes, and in 
fact plays this movement very well indeed. 

R.F. 


COUPERIN, F. Messe Solennelle. 
Gaston Litaize (organ). London 
Ducretet-Thomson DTL93039 (12 in., 
36s. 54d.). 

Couperin’s two organ Masses are un- 
doubtedly among his finest works, and are a 
late, though highly important, manifestation 
of Renaissance technique in liturgical organ 
compositions. They were issued in a 
strange form, with printed title pages but 
music copied by hand, and they possibly 
date from about 1690. 

This Messe pour les Paroisses, the first of 
the two Masses, was designed as a kind of 
concerto, in which the nine verses of the 
Kyrie would alternate with the choir or 
congregation in regular fashion: Kyrie 1 
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(Organ) ; 2 (Choir) ; 3 (Organ) ; Christe 
4 (Choir); 5 (Organ); 6 (Choir) ; 
Kyrie 7 (Organ) ; 8 (Choir) ; 9 (Organ). 
The other parts of the Mass were performed 
in similar manner, and the total time taken 
by the Ordinarium Missae only, would be a 
little over an hour. 

On the present disc, there are no choral 
verses, and so the work is completely shape- 
less, having neither musical nor liturgical 
form, and losing thereby the element of 
colour contrast which alone can make works 
of this kind appealing to the intelligent 
listener. It is a great pity that the work was 
recorded in this way, as it is tantamount to 
putting out a disc with only the solo part of a 
concerto, and no tutti! I am also sorry to 
see that a great authority like Monsieur 
Dufourq implies, in his sleeve note, that the 
alternatim practice ceased after the Credo. 
In fact, Sanctus Agnus Dei and Deo gratias 
Ite missa est conform precisely to this 
practice, just as the other sections do. 

The playing of Gaston Litaize is 
musicianly and sensitive, and the organ 
(that at the church of St. Merri) is well 
recorded. DS. 


LISZT. Sonata in B minor. Andor 
Foldes (piano). D.G.G. DG16088 
(10 in., 27s. 34d.). 

LISZT. Sonata in B minor. Mephisto 
Waltz. Etude de Concert No. 3 in 
D flat major. La Campanella. 
Geza Anda (piano). Columbia 
33CX1202 (12 in., 36s. 54d.). 


Sonata in B minor : 


Magaloff (2/52) LX3062 
Pennario (2/52) CTL7012 
Malcuzynski (2/54) 33CX1106 
Cherkassky (10/54) (H)ALP1154 
Farnadi (12/54) WLP5266 
Frugoni (4/55) PL8800 


I obstinately persist in thinking Edith 
Farnadi’s performance of the Liszt Sonata 
the most musical, the most satisfying to 
listen to, of all the many versions now 
spread before us. The least touch of hard- 
heartedness, of subduing musical to tech- 
nical ends, and we see why Hanslick 
remarked that he had “ never heard a more 
cunning, more impudent juxtaposition of 
the most disparate elements.” A loving 
performance—and we _ perhaps’ echo 
Wagner’s words: “beautiful, great, lovable 
deep and noble beyond conception ” (two 
quotations which are taken from the D.G.G. 
sleeve). 

The new Andor Foldes version of the 
Sonata, taking two sides of a ten-inch, is 
economical for those who want the Sonata 
alone, though a turn-over in a work which 
is conceived in a single sweep becomes 
increasingly less acceptable in these micro- 
groove days. He takes a highly dramatic 
view of the opening, with a muted, muffled 
first seven bars, and a clarion burst on the 
Allegro energico. But then he flicks off the 
downward arpeggios (bars 11 ff. of this 
section) as if they were flecks of ash on his 
sleeve. Again and again in this performance 
we respond to some superlatively accom- 
plished playing, and for this reason I should 
recommend readers to hear the disc. But 
personally, I find in his reading a great 
want of tenderness and poetry, of the 
gentler feelings. We expect to be stroked, 
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and instead are slapped. A clear, hard, 
white piano tone adds to this impression ; 
and on my copy the surface is rather noisy. 

The Geza Anda performance should also 
be heard, and for many people (in particular 
those who admire brilliance above all in 
the work) this may be the version to have. 
The recording is richer (but again my 
copy’s surface is poor), the sound more 
exciting, and the actual playing dazzling. 
But Mr. Anda’s conception of the piece has 
some unlikable features. He is inclined to 
inflict a heavy rubato on the all-important 
quaver figure which first appears at bar 14, 
dragging the beginning of it, which became 
maddening after as many playings as I 
found time to give the disc. The crescendo 
into the grandioso section is most brilliantly 
judged, and again and again Mr. Anda 
makes you sit up in your seat by the sheer 
power and brilliance of his playing. But 
in bars 10 ff. of the grandioso section I would 
question his stressing of the first of the 
repeated chords more loudly than the 
subsequent one on the first beat ; it upsets 
the scansion. The cantabile melody on the 
next page is delivered in a very affected 
and tricksy manner. 

And so one blows hot and cold, about a 
sonata performances of which are notori- 
ously likely to divide critical opinion. In 
Miss Farnadi’s reading I come nearest to 
whole-hearted acceptance of the perform- 
ance as a complete realisation of the piece 
from first bar to last. 

No hot and cold about the other side of 
the Anda disc, but keen enthusiasm 
however. There are already at least two 
fine Mephisto performances available, Julius 
Katchen’s blandly diabolical, and Miss 
Farnadi’s picturesque one, also on the back 
of the Liszt Sonata. The new version yields 
nothing to either, and combines virtues of 
both. The D flat Concert Study I consider 
as the most beautiful piece of playing I 
have ever heard from Mr. Anda: smooth, 
serene, consoling. I have been forcing it on 
everyone who comes to the _ house ! 
The Campanella is brilliantly and delicately 
played. A.P. 


LISZT. Hungarian Rhapsodies, Vol. 1, 
Nos. 1-7. Alexander Borovsky 
(piano). Vox PL8g00 (12 in., 36s. 54d.). 
Rapsodies 1-15: 

Farnadi (9/54) WLP 6213—1/2 

In the bracket 1851-3 Liszt offered to the 
world fifteen Hungarian Rhapsodies ; in 
the mid-eighties he produced four more, 
making nineteen; and according to the 
Nixa sleeve-note “ the manuscript of No. 
20 reposes unpublished in the museum at 
Weimar”. Edith Farnadi, in a two-disc 
Nixa set, gives us the group of fifteen. The 
new Vox, on the other hand, is apparently 
the first instalment of *‘ Nineteen Hungarian 
Rhapsodies, complete in Three Volumes ”’. 
The Nixa set is not auto-coupled, and 
therefore its first disc, which contains Nos. 
1 to 8, is a direct rival of the new Vox. 

On the whole, my choice is the Nixa. 
The Hungarian pianist plays in a more 
brilliant and dashing style than the Russian, 
and stresses the extempore nature of the 
compositions. There are many things to 
admire in the Borovsky performance, but 


The GRAMOPHONE 


direct comparison of passages nearly always 
shows that Miss Farnadi is more dramatic, 
more picturesque, more lyrical—whatever 
attribute the passage in question happens 
to call for. Neither recording is ideal. 
Fortissimo is sometimes harsh in the Nixa, 
but the general effect is vivid and direct. 
In the Vox, on the other hand, a hollow 
clang often seems to lie behind the sound ; 
and we seldom feel that sense of elation 
which the other performance affords us in 
large measure. A.P. 


MENDELSSOHN. Prelude and Fugue 
in C minor; Prelude and Fugue 
in G major; Prelude and Fugue in 
D minor. Organ Sonatas : No. 1 
in F minor; No. 2 in C minor; 
No. 3 in A major; No. 4 in B flat 
major; No.5 in D major; No. 6 in 
D minor. Arnold Richardson 
(organ). Argo RGgo-31 (two 12 in., 
72s. 11d.). Recorded on the organ of 
the Royal Festival Hall, London. 

Mendelssohn’s entire output of organ 
music is probably known to few apart from 
those who have occasion to play it, and we 
must therefore feel grateful for Argo’s 
gesture in presenting at least the major part 
of this oeuvre on two LPs. The six sonatas 
and the three Preludes and Fugues were 
written between 1833 and 1844, and they 
still occupy a place of honour among 
nineteenth-century organ music, in spite of 
their somewhat loose-limbed formal and 
contrapuntal aspects. 

One thing is certain, and that is that 
these works are enormously effective in the 
hands .of a skilled artist ; and Mr. Arnold 
Richardson proves that he is not only an 
artist but also a musician who can bring 
out the noble and worth-while features of 
the organ music of Victorian times, too apt 
to be dismissed nowadays with a patronising 
half-smile. More than this, Mr. Richardson 
shows us that he has mastered the com- 
plexities of the Royal Festival Hall organ, 
and (although I have heard non-commercial 
recordings of the instrument during the 
past few months) removes all doubt about 
the success of recording in so sensitive and 
“ over-organised ”’ an acoustic. The quality 
of the present discs should show the way to 
a further exploitation of the resources of 
this splendid instrument, which has as 
traditional a sound as one could wish for 
when registered as carefully and artistically 
as in these nine works. D.S. 


MOZART. Sonata in A major, K.331. 
Fantasia in C minor, K.475. Sonata 
in C minor, K.457. Badura-Skoda 
(piano). Nixa WLP5317 (12 in., 
36s. 54d.). 

I had hoped to produce a scholarly piece 
(which no one would have read) about the 
dynamics in Mozart’s C minor Fantasia, 
and the reprehensible way in which 
Badura-Skoda flouts them—he certainly 
flouts those in my standard English edition. 
But I found to my surprise that in the old 
Breitkopf and Hartel ‘“‘ Complete ” edition 
the dynamics in this work are quite differ- 
ent: none at all in the Andantino after bar 
11 and none at all in the Pii Allegro except 
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for the forte in the first bar (but surely there 
must be a diminuendo somewhere here ?). 
The ‘* Mozarteum ” edition of 1950 looks 
the last word in accuracy, and has in fact 
yet another set of dynamics, quite different 
from those mentioned above and quite 
different from those on the Badura-Skoda 
record, and yet, on inspection, no more 
likely to be correct, for the editors admit 
that they have not been able to get a sight 
of Mozart’s original autograph. So chaos 
reigns, and whatever edition you have, 
Badura-Skoda will turn some of the fortes 
into pianos, and some of the pianos into fortes, 
and I for one cannot prove him wrong. 
There is equal uncertainty over which 
notes in the C minor sonata slow move- 
ment have turns; here again no two editions 
are even remotely similar. Which all goes 
to show how necessary is the new edition 
of all Mozart’s works based on original 
sources, which we are promised in the 
not-too-distant future. 

Badura-Skoda takes the opening of the 
Fantasia altogether too steadily and sedately 
for my taste, and makes a fine Adagio of 
music sound rather dull ; this music surely 
needs more dramatic feeling and rubato. 
However he shows fire and impetuosity 
in the quick sections, and on the whole gives 
a good account of the sonata that is 
associated with the Fantasia. But unfortu- 
nately the recording is not uniformly satisfy- 
ing. In the first movement of the sonata the 
piano sounds unpleasantly tinny between 
C and E flat at the top of the treble stave 
in all forte passages; perhaps the instru- 
ment was at fault. Elsewhere I did not 
notice this defect. The delightful A major 
sonata seemed to me much better recorded, 
and Badura-Skoda plays it in a pleasantly 
unassuming way. In the opening variation 
movement I thought he should have made 
all the repeats or none, and some of his 
turns are not meticulously clean, as though 
clouded by a touch of pedal. But the 
minuet is charmingly done, and I was glad 
to find the Rondo alla Turca played allegretto 
as Mozart marked it, instead of at a more 
brilliant but incorrect allegro. RF. 


RAVEL. Ma Mere Oye; Habaifiera. 
Robert and Gaby Casadesus (piano 
duet). Jeux d’Eau; Gaspard de la 
Nuit; Menuet Antique. Robert 
Casadesus (piano). Philips ABL3046 
(12 in., 36s. 54d.). 


There is some splendid playing on this 
disc. Gaspord de la nuit, a suite containing 
three of Ravel’s finest piano pieces, is 
villainously difficult, yet Casadesus is so 
confident that he can play all the notes 
cleanly that he can afford to use the 
sustaining pedal with unusual reticence— 
whereas so many pianists grappling with a 
piece like Scarbo use the pedal to cover up 
sins and omissions in an allegedly authentic 
mush of sound. This record also contains 
some of Ravel’s easiest piano music—the 
entrancing Mother Goose Suite in its original 
piano duet form. It is hard to believe that 
these pieces were not conceived for orchestra, 
yet they are in fact surprisingly attractive 
without the familiar orchestral colouring, 
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MID-JUNE RELEASES 


CHOPIN 
WALTZES 
Guiomar Novaes, piano. l record PL 8170 


MENDELSSOHN 
CONCERTO FOR VIOLIN AND ORCHESTRA 
in E minor, Op. 64. : 

Ivry Gitlis, violin—Pro Musica Symphony, Vienna 
(Swarowsky). 

TCHAIKOVSKY 

CONCERTO FOR VIOLIN AND ORCHESTRA 
in D, Op. 35. 

Ivry Gitlis, violin — Pro Musica Symphony, Vienna 
Hollreiser * Lrecord PL 8840 


MOZART in 
CONCERTO FOR CLARINET AND 
ORCHESTRA in A, K.622. 

Rudolf Jettel, | clarinet—Pro Musica Symphony, 
Vienna (Emmer). ; 
CONCERTO FOR BASSOON AND 
ORCHESTRA in B flat, K.191 (E-K.186e).  - 


Leo Cermak, bassoon—Pro Musica Symphony, 
Vienna (Emmer). l record PL 8870 


STRAUSS, RICHARD 

DON JUAN, Op. 20 

TILL EULENSPIEGEL’S MERRY PRANKS, 
Op. 28. 

DEATH AND TRANSFIGURATION, Op. 24. 


Bamberg Symphony (Horenstein). 
l record PL 9060 
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notably Laideronette which I now prefer as a 
piano piece. The suite is not perfectly 
performed, Petit poucet being played rather 
insensitively, and the ensemble is a trifle 
shaky at times. But these are very minor 
blemishes in a fine record. The Habajera, 
also for piano duet, is a very early work ; 
Ravel later orchestrated it for his Rapsodie 
espagnole. That old war-horse Jeux d’eau 
is played with wonderful clarity, accuracy 
and poetic feeling. 

The quality of this disc is particularly 
good. I strongly recommend it. R.F. 


BACH ORGAN RECITAL. Fantasia 
and Fugue in G minor, “The 
Great ”, BWV542. Chorale Prelude, 
“ Wachet auf”, BWV645. Chorale 
Preludes : “Kommet du nun, 
Jesu, von Himmel herunter”’, 
BWV650 ; “Von Himmel hoch”, 
BWV606. Prelude and Fugue in E 


minor, BWV548. Karl Richter 
(organ). Decca LXT5029 (12 in., 
36s. 54d.). Recorded on the organ of 


the Victoria Hall, Geneva. 

Richter handles the Fantasia and Fugue 
in C minor and the Prelude and Fugue in 
E minor with authority and musicianship, 
and extracts from the genevese instrument 
an appealing, though occasionally heavy 
tone. I do not know whether the apparent 
tracking faults which appear from time to 
time on my disc are due to over-modulation 
on the part of the recording engineers or 
over-registration on the part of Richter ; 
though I distinctly recall even greater 
volume in Walcha’s most recent disc on 
D.G.G. Archive, without a trace of dis- 
tortion anywhere. 

When the problems of recording the 
Victoria Hall instrument have been solved, 
it should be an important contribution to 
recordable organs—which (goodness knows) 
are few and far between. DS. 


FRANCESCATTI VIOLIN RECITAL. 
I palpiti, Op. 13 (Paganini). Tango 
(Albeniz, arr. Kreisler). Russian 
Airs, Op. 6 (Wieniawski). Schin 
Rosmarin (Kreisler). With Artur 
Balsam (piano). Variations on a 
theme of Corelli (Tartini, arr. 
Francescatti). Polka from “ Age of 
Gold ” (Shostakovitch, arr. Grunes). 
Rondino on a theme of Beethoven 
(Kreisler). La Fille aux Cheveux de 
lin (Debussy, arr. Hartmann). 
Minstrels (Debussy, arr. Hartmann). 
The Prophet Bird, Op. 82, No. 7 


(Schumann, arr. Heifetz). Caprice 
in A minor (Wieniawski). Zino 
Francescatti (violin) with Max 


Lanner (piano). 
(12 in., 32s. 44d.). 
At first glance this disc suggests ordeal by 
violin, but Francescatti’s fiddling is so 
brilliant and resourceful that the minutes 
tick by more than pleasantly. His tone is 
inclined to be brittle, and the recording does 
not help matters overmuch ; but certain 
of the solos gain from a hard and intense 
quality. The Shostakovitch Polka, for 
example, and the Russian Airs of Wieniawski. 
The most breath-taking display of all is 
in Paganini’s J palpiti, where no effect, 
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legitimate or otherwise, is left unexploited— 
the double harmonics are quite magical. 
The Russian Airs run a close second, and 
make one wonder whether a Wieniawski 
disc might not be rather the thing; you 
know, Le Carnaval Russe, the Gigue, the 
Variations on an Original Theme, and perhaps 
the Légende thrown in for makeweight. The 
smaller pieces are well enough known, 
though Tartini (who didn’t write Variations 
on a Theme of Corelli) can now be said not 
to have written a further set of variations— 
actually the work of Francescatti himself, 
who has nevertheless acknowledged Tartini 
for doing nothing at all and failed to credit 
Kreisler for giving him the idea anyway. A 
most comical state of affairs. 

An indomitable relay of pianists makes up 
the sum total of this very enjoyable, if rather 
protracted, recital. D.S 


LANDOWSKA HARPSICHORD 
RECITAL. Prelude, Fugue and 
Allegro in E flat major; Fantasia 
in C minor (Bach). Sonata in D 
major, L.418; Sonata in D minor, 
L.423 (D. Scarlatti). Sarabande in 
D minor (Chambonniéres). La 
Dauphine (Rameau). Les Barri- 
cades Mystérieuses; L’Arlequine 
(Couperin). Ground in C minor 
(Purcell). The Nightingale (Anon.). 
Air “The Harmonious Blacksmith” 
and Variations from “Suite No. 5 in 


E major” (Handel). Rondo in D 
major, K.485; Alla Turca from 
“Sonata in A major”, K.331 ; 


Minuet in D major, K.355 (Mozart). 
Concerto in D major (Vivaldi, arr. 


Bach). Wanda Landowska (harpsi- 
chord). H.M.V. ALP1246 (12 in., 
36s. 54d.). 


Wanda Landowska’s harpsichord recital 
is an excellent one, no matter whether one 
thinks of it as a programme of works which 
she loves and therefore plays particularly 
well, or as a programme designed to 
initiate beginners into the delights of the 


harpsichord. Of course, it all depends on 


the harpsichord, once the player has been 
selected. This record reproduces an instru- 
ment which has power rather than beauty 
of tone. As is often the case, the harp stop 
is far too dry and woodpecky, but the 
ensemble is well-balanced and the recording 
does it justice. 

It is a pity that the two Bach works are 
considered to be not entirely authentic: this 
is especially applicable to the Fantasia 
(BWVog!19) and the Fugue in E flat (which 
together with the Prelude and Allegro is 
grouped as BWVg998). The Prelude in 
E flat and the two following movements 
were written for lute or harpsichord. 

It would be difficult to choose outstanding 
items from this authoritatively-played 
recital, for they are all well suited to the 
instrument and make a pleasing succession 
in regard to key and contrast of mood. The 
one blemish (to my mind) is unfortunately 
associated with a small patch of bad surface 
on my review copy: the first of the Scarlatti 
Sonatas (D major, L.418) comes in for some 
wayward rhythmic distortion which is surely 
unnecessary. Apart from this the perform- 
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ances are imbued with that classical poise 
which Madame Landowska has made 
peculiarly her own, and the disc as a whole 
can be strongly recommended. DS. 


MASTERS OF EARLY ENGLISH KEY- 
BOARD MUSIC—Vol. Il. Lord 
Willoby’s Welcome Home; The 
First Pavan and Galliard; The 
Queen’s Alman; The Fifth Pavan 
and Galliard; The First French 
Coranto ; “ The Earl of Salisbury”, 
Pavan and Two Galliards (Byrd). 
Worcester Brawls; Pavan and 
Galliard, “Earl Stafford”; Clari- 
fica me Pater; Pavan and Galliard 
in A minor; Toy, made at Poole 
Court; Fancy: Voluntary; Pavan 
and Galliard in G major; Varia- 
tions on “ What if a Day” (Tom- 
kins). Thurston Dart (organ and 
harpsichord). London L’Oiseau-Lyre 
OL50076 (12 in., 36s. 54d.). 

Here is a worthy successor to the first 
record in this series, which I reviewed last 
month. This time only two composers are 
represented, William Byrd and his pupil, 
Thomas Tomkins. No better pairing is 
imaginable, since both composers shared an 
uncommon gift in writing for keyboard 
instruments, and Tomkins maintained the 
tradition and style which his master had 
helped to form. Byrd’s keyboard music, if 
not as well known as it should be, is at least 
accessible ; and those collectors who own 
or have access to the Fitzwilliam Virginal 
Book, My Lady Nevell’s Book, and 
Parthenia, will be able to find all the pieces 
chosen from Byrd’s vast and valuable 
output. The keyboard music of Tomkins, 
on the other hand, is neither well-known 
nor accessible at the time of writing. One 
reason for this is that the manuscripts which 
contain by far the greater part of Tomkins’s 
music for organ and virginals disappeared 
from this country during the early part of 
the nineteenth century, and although they 
turned up again eventually in the library of 
the Paris Conservatoire, they and their 
precious contents were not systematically 
studied and transcribed until the 1930’s. 

It is due to the devoted labours of an 
American musical scholar, the late Stephen 
Tuttle, that the complete keyboard works 
of Tomkins have at last been rescued from 
oblivion, and it is comforting to know that 
the result of his work will shortly appear as 
Volume V of Musica Britannica. When this 
volume has been studied and played 
through, and compared with other monu- 
ments of English keyboard music, I am 
certain that Tomkins’s contribution to our 
national heritage of music will have to be 
completely reassessed. The present disc, 
superbly played by Thurston Dart, will 
do much to increase the growing interest 
in the keyboard music of Tomkins. 

Most of the works chosen are taken from 
a manuscript in the composer’s own hand— 
a rather shaky hand in places, for some of 
the writing dates from the last years of 
Tomkins’s life. It is evident that he kept on 
composing almost until the end, for the 
Pavan and Galliard in A minor is dated 
September, 1654, less than two years 
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before his death. Two of the other pieces 
are also dated: the Pavan and Galliard 
“Earl Stafford’ (September 29th, 1647) 
and. Clarifica me Pater (September, 1650). 
The beauty and tranquillity of these 
autumnal compositions is almost indescrib- 
able, for. they have about them a mixture 
of freshness and age that reminds one of 
vintage champagne. To say that the 
excellence of their bouquet is aided by 
Thurston Dart’s stylish and sensitive playing 
would be a violent understatement ; his 
interpretations are so ideally conceived that 
it would be hard to imagine any other. The 
tone of the Goff harpsichord and the 
Snetzler organ are once again faithfully 
recorded by Decca’s engineers, who have 
incorporated an added refinement by 
excluding the noise of the released jacks at 
the end of each harpsichord piece. The 
organ is used in only two pieces, both by 
Tomkins. 

Some of the Byrd items will be new to 
listeners, and will make many friends before 
the disc has been played more than two or 
three times. It is much to be hoped that the 
series will go on in the splendid way in 
which it has begun. DS. 


THE SAXOPHONE, Vol. 4. Quatuor 
de Saxophones (Absil) ; Grave et 
presto (Rivier) ; Sérénade comique 
(Francaix). Quatuor de Saxophones 
Marcel Mule. Decca LX3142 (10 in., 
27s. 34d.). 

The Belgian Jean Absil contributes a 
three-movement quartet: most agreeable 
music, and also a most convincing exposition 
of the powers of this cohesive combination 
of instruments. The French Jean Rivier’s 
Grave seems to have “ atmospheric ” 
moments not quite so well suited to the 
saxophone ; but his Presto throws off all 
restraint and exercises the quartet’s virtuoso 
capabilities to the full. And the little Jean 
Frangaix Sérénade comique, enchanting as 
always, is a classic of the saxophone quartet 
repertoire. 

Everything is played with skill and 
artistry almost beyond belief, and is also 
very well recorded. “Demonstrating Selmer 
Saxophone”, reads the label ; the grammar 
is much less convincing than the demonstra- 
tion itself, which must surely make its 
point. M.M. 


SPANISH KEYBOARD MUSIC. Sonata 
in D major (Albeniz). Adagietto in 
B flat major; Sonata in F major; 
Aria in D minor (Anglés). Sonata 
in F major (Casanovas). Sonata in 
F minor; Sonata in B flat 





(Gallés). Sonata in A 
(Freixanet). Rondo in B flat 
(Rodriguez). Sonata in C minor 
(Cantallos). Sonata in B flat major 
(Serrano). Sonata in C minor 
(Fernando). Fernando Valenti 
(harpsichord). Nixa WLP5312 (12 in., 
36s. 54d.). 


Here is a generous selection of largely 
unknown compositions by minor Spanish 
writers of the eighteenth and nineteenth 
centuries. It is hardly necessary to mention 
that the composer of the first sonata (D 
major) is not the Albeniz of Iberia fame. 
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Although there is no great music here, it has 
considerable charm and reflects favourably 
on the state of keyboard music in Spain 
during the rococo and classical eras. 
Valenti is a persuasive interpreter, and we 
are presumably indebted to him for having 
made so thorough a study of so obscure a 
phase of European musical development. 
The recording is good, and the planning of 
the disc reveals a careful and considerate 
mind. DS. 


CHORAL AND SONG 


ARNE. Comus—A Masque by John 
Milton (adapted by John Dalton). 
Margaret Ritchie (soprano), Elsie 
Morison (soprano), William Herbert 
(tenor), Ruggero Gerlin (harpsi- 
chord), St. Anthony Singers, 
Ensemble Orchestral de L’Oiseau- 
Lyre conducted by Anthony Lewis. 
London L’Oiseau-Lyre OL50070-1 
(two 12 in., 72s. 11d.). 

Comus was first produced at Ludlow 
Castle in 1634, with music by that Henry 
Lawes ‘‘ whose tuneful and well-measured 
song First taught our English music how to 
scan Words with just note and accent”’. 
Arne’s Comus dates from 1738, and was 
produced with success at Drury Lane, with 
Mrs. Cibber (Arne’s sister) as the Lady, 
and Mrs. Arne (Cecilia Young) as Sabrina 
fair. Milton’s text was thoroughly revised 
and largely added to by John Dalton. 
Without being so striking or interesting a 
work as the wonderful Jephtha (which 
would be very welcome on record), Arne’s 
Comus contains a good deal of pleasant 
music, which rises to a solemn beauty for 
the descent of the Attendant Spirit “‘ in a 
splendid Machine ” 

The recording also establishes what one 
hopes will be a precedent: it forms a 
sound-companion to a volume of the Royal 
Musical Association’s Musica Britannica, 
Julian Herbage’s edition of the masque (two 
guineas). Professor Anthony Lewis, con- 
ductor on these records, is general editor of 
Musica Britannica, and in his edition of 
Comus Mr. Herbage acknowledges his help. 
Perhaps the other volumes of Musica 
Britannica will stimulate Mrs. Dyer of 
Oiseau-Lyre and Professor Lewis to further 
collaboration. 

The performance is on the level of a good 
Third Programme broadcast. The minimum 
number of soloists—three, called for in a 
trio—has been used. Elsie Morison and 
Margaret Ritchie take turns at being 
Euphrosyne ; Miss Ritchie is both Lady 
and Sabrina. She is far and away the best 
of the soloists, trilling prettily in her duet 
with flute, “‘ Sweet Eccho ’”—though some 
of the high notes are taken on tip-toe, so 
to speak. Anyone who has ever heard her 
sing will know how deliciously she enunciates 
words in a phrase like: 

Fames’ an Eccho, prattling double, 
An empty, airy glitt’ring bubble. 

And she is memorable when, as Sabrina, 

she frees the Lady: 

Now the spell hath lost its hold. 

Miss Morison has moments which make 
one think irreverently of Anna Russell in 
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her nymphs-and-shepherds vein, or of 
Bétove as a jeune miss anglaise, but often she 
sings very prettily, even though trills 
become a flutter. William Herbert is 
correct, rather stolid and dull, making 
little of the words, and he cannot quite 
sustain the slow tempo that Professor Lewis 
adopts for the solemn Handelian strains 
already referred to. 

The tempi seem admirably just, and the 
orchestral playing is neat and in place. 
Occasionally one regrets that Miss Ritchie’s 
gaiety should not have proved as infectious 
with the other performers as it does with us. 
‘In Pleasure’s vineyard’, only she is 
really ready to: 

Rove like birds from tree to tree, 
Careless, airy, gay and free. 

The recording opens unpromisingly with 
some rather sneery brass tone in the 
Overture, but the roughness is smoothed 
away well before we reach the trumpet solo 
in the cabaletta of ‘‘ Sweetest Eccho ”’. 
The last side has some surface roar. 

The words that are sung (not the speeches) 
and stage directions are printed on the 
sleeve ; but in Euphrosyne’s song (where 
the music changes after each line to 
illustrate the catalogue of ‘‘ Love’s various 
Sport ’’) the following lines are omitted : 

Now cold and denying, 
Now kind and complying, 
Consenting, repenting, 
Disdaining, complaining, 
Indifference now feigning ; 


Again with quick feet, etc. A.P. 


COUPERIN. Lecons de Ténébres. 


Hugues Cuénod (tenor). Gino 
Sinimberghi (tenor), Franz Hole:- 
schek (harpsichord and _ organ), 
Richard Harand (cello). Nixa 


WLP5387 (12 in., 36s. 54d.). 

These three Legons de Ténébres were 
intended to be sung on Wednesday in Holy 
Week, according to a remark by the com- 
poser himself, in the preface to his second 
book of harpsichord pieces. ‘‘ I composed 
a few years ago (writes Couperin) three 
Legons de Ténébres for Good Friday, at the 
request of the nuns at L... ., where they 
were sung and well received. For some 
months now I have intended to complete 
these with the lessons for Wednesday and 
Thursday. But for the moment I am 
publishing only those for the first day, not 
having enough time between now and the 
beginning of Lent to have the other six 
engraved ”’. 

He implies that the six lessons for Maundy 
Thursday and Good Friday remain in 
manuscript ; but they appear not to have 
survived, which is all the more sad in view 
of the unsurpassed excellence of the set 
which were fortunately printed. They are 
universally acclaimed as a _ peak in 
Couperin’s religious vocal music, and they 
are sung on this disc with great artistry by 
Cuénod and his companion, Sinimberghi. 
The first two lessons are for solo voice, and 
they demonstrate the tremendous range of 
expression of apparently simple versions 
for voice and continuo. The artistry lies 
in the interpretation of the vocal ornaments, 
and it is here that Cuénod’s taste and 
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ONE OF MANY VOICES 


We reprint below a letter received from Moore Orr, the Associate 
Editor of “‘ The Gramophone Record Review ” 
El Cantor, 
Minehead, 
Somerset. 











Dear Mr. Smita, 

It has occurred to me that you might care to have my opinion 
of the Ortofon pick-up, after making a series of careful and exhaustive 
tests in conjunction with the B.J. arm. It is the third High Grade 
moving coil L.P. unit to come into my possession, and to say that it is 
quite the best is a masterly piece of 
understatement. 

First of all, as no sounds 
whatsoever are radiated from the 
head, it follows that tracing dis- 
tortion is absent, with the happy result I can now repro- 
duce perfectly all the records in my library, which 
hitherto showed marked end-of-side deterioration in 
quality. . The Ortofon, which tracks accurately at under 
5 grams appears to lift the music from the record with 
amazing smoothness, clarity, and increased detail, and 
reveals new beauties in many familiar discs which I did 
not know existed. Further, the Ortofon is the kindest pick-up 
to surfaces that I have come across, and it has confirmed 
my belief how hopeless it is to expect really first-class repro- 
duction from any pick-up that has not the benefit of stylus 
mounting on the Cantilever principle. 

Yours sincerely, 

Moore Orr, 


Associate Review Editor. 










PRICE (incl’dg purchase tax) AND NECESSARY 
MATCHING TRANSFORMER £17. 17.0 


Weight of pick-up head 30 grams, 
Coil Impedance 1-5 ohms. 


Equivalent mass (at 
reproducing point) 1 mg. 
Directional force (at 
reproducing point) 15 mg./p. 
Frequency response 20—20,000 cps. 


Distortion content over 
the above range +*2%, 


Point pressure 
(microgroove records) 3—5S grams. 


Standard point material sapphire. 
EXCLUSIVE AGENTS IN GREAT BRITAIN Full particulars of the coupling and 


mounting of the wonderful Ortofon 
Pick-up available on application. 


42 Cranbourn Street 
London WC2 GERrard 1171 


RIMINGTON VAN WYCK 
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Shall we have 
your favourite ballet 


tonight Mummy ? 





What little girl does not dream of a packed theatre in which she, as 
prima ballerina, holds her public spellbound ? And as Mummy 
herself becomes lost in the music of her favourite ballet she, too, may 
be forgiven for nursing a similar thought. 

In common with many others, they have discovered a new beauty, 

a new magical realism in their gramophone records . . . they 

have discovered the Monarch Automatic Record Changer. 

This superb instrument is fitted as standard in the world’s leading 
radiograms and record players. Why not call upon your local 
stockist for a demonstration ? 


NWEONARCCEHE 


AUTOMATIC RECORD CHANGER 


Easily makes your favewrile chetce =e 


BIRMINGHAM SOUND REPRODUCERS LTD., OLD HILL, STAFFS., ENG. 
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technique are alike impeccable. I can think 
of little that can equal the pathos of Plorans 
ploravit, even taking into account the whole 
range of sacred monody composed during 
the early eighteenth century. These settings 
by Couperin, incidentally, date from 
1714-17: there is no year of publication 
on the copies that have survived, though the 
preface quoted above was in all probability 
written in 1717. 

The third lesson is for two voices, and it 
is at this point that Cuénod is joined by 
Sinimberghi, who has a rather operatic 
manner but a pleasing quality of sound. 
The two voices are distinct enough to make 
the part-writing clear and lucid, yet they 
have a good blend of tone and timbre which 
helps the texture to hang together. Support 
in the first and third lesson comes from the 
harpsichord and ’cello, and in the second 
lesson from the organ, exactly as indicated 
by Couperin. Altogether this is a most 
satisfying disc, both musically and tech- 
nically, for there is ample bloom on the 
tone-quality and the effect is that of a small 
church or private chapel. If only the nuns 
at L... had preserved Couperin’s manu- 
script copy of the lessons for Good Friday 
there would be enough material for another 


disc. Quel dommage! . DS. 
DEBUSSY. Le Martyre de Saint 
Sébastien—Incidental Music. 


Suzanne Danco (soprano), Nancy 


Wough (contralto), Lise de 
Gontmollin (contralto), Union 
Chorale de la Tour-de-Peils, 


Orchestre de la Suisse Romande 
conducted by Ernest Ansermet. 
Decca LXT 5024 (12 in., 36s. 54d.). 
Yeend, Oklahoma Choir and S.O., Alessandro 
(1/52) ALX100 
Inghelbrecht, Chorus and Orchestre du Theatre 
des Champs-Elysees (3/55) DTL93040-1 
Philharmonia, Cantelli (3/55) (H)ALP1228 
I think that those who are interested in 
Le Martyre de Saint Sébastien should make for 
the Ducretet-Thomson set on two discs. 
This includes an abridged version of 
d’Annunzio’s jewelled text, and the music 
is attractively played in a very forward and 
direct recording. The chief disadvantage is 
that the engineers—like the B.B.C—believe 
that most people like to hear music very 
softly, and accordingly adopt a speech/ 
music relationship entirely to the advantage 
of the former. If we start with the music at a 
normal volume level, then the voice (André 
Falcon’s, as the Saint) is inclined to bellow 
at us. Compromise is possible, however. 


The new Decca disc, like the Allegro one, 
is a concert version, without the spoken 
lines. Under Ansermet’s baton his orchestra 
plays exquisitely, the soloists are admirable, 
and the whole record is_ beautifully 
produced. But the music of Le Martyre, 
beautiful though much of it is, is uneven, 
and without d’Annunzio we tend to notice 
it. However, someone who wants just the 
music will find the Decca disc superior in 
every way to its predecessor. The finest 
parts of the score are included in Cantelli’s 
selection, which is again beautifully played 
and recorded, coupled with La Mer, on 
H.M.V. ALPr228. A.P. 
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GABRIELI, Giovanni. Motets: Magni- 
ficat ; Benedixisti Domine ; O quam 
suavis; Beata es Virgo; Exaudi 
Deus; Cantate Domino; Ego dixi 
Domino; Inclina Domine; Miserere 
mei Deus; O magnum myster- 
ium; Sancta Maria; Domine 
exaudi orationem. Capella di 
Treviso directed by Monsignor 
Giovanni d’Alessi. *Vox PL883o0 
(12 in., 36s. 54d.). 


The balance and recording are much 
better on this disc than on the one by this 
choir last issued (Vox PL8370), which 
contained a Mass and two motets by 
Andrea Gabrielli, and the choir itself is in 
far better form. With a top cut and the 
volume control set low I thoroughly 
enjoyed these performances of music that 
we all too rarely get an opportunity to 
hear. The example recorded in the H.M.V. 
History of Music in Sound was a failure. It 
showed clearly that Giovanni Gabrielli’s 
brilliant and sonorous writing is not suited 
to English choirs any more than the quite 
different idiom in which William Byrd, his 
English contemporary wrote, would be 
suited to Italian choirs. 

Two of the motets on this disc—it is 
incorrect, one need hardly say, to put 
Magnificat under this heading—are for 
double choir, O quam suavis and O magnum 
mysterium (the latter ending with a magnifi- 
cent chain of Alleliuas) and show Gabrielli’s 
polychoral antiphonal writing to perfec- 
tion. Exaudi Deus is for men’s voices only, a 
fine motet splendidly sung, and among the 
rest Ego dixt and Sancta Maria stand out 
as especially beautiful. Magnificat, after the 
plainsong intonation, is ‘“ through-com- 
posed ” and not in faux-bourdon. The boys 
are often untidy in attack and there is, as 
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one expects, nothing in the singing between 
forte (very!) and piano : but it is singing 
both solid and spirited, with the words 
clearly enunciated and understood. 

ALR. 


SCHUBERT RECITAL, No. 2. An die 
Leier, Op. 56, No. 2 (Bruchmann). 
Der Schmetterling, Op. 57, No. 1 
(Schlegel). Du bist die Ruh’, Op. 59, 
No. 3 (Riickert). Geheimes, Op. 14, 
No. 2 ; Der Musensohn, Op. 92, 
No. 1x (Goethe). Der Atlas (Heine). 
Das Rosenband (Klopstock). 
Standchen (Rellstab). Horch ! horch ! 
die Lerch’ (Shakespeare—Schlegel- 
Reil). Gruppe aus dem Tartarus, 
Op. 24, No. 1 (Schiller). Litanei 
(Jacobi). Seligkeit (Hélty). 
Nachtviolen (Mayrhofer). Abschied 
(Rellstab). Gérard Souzay (baritone), 
Dalton Baldwin (piano). Decca 
LXT5023 (12 in., 36s. 54d.). 

Gérard Souzay’s previous recitals of 
Schubert’s songs (LXT2543 and LX3104) 
have given me much pleasure—the former 
disc especially—except when he _ has 
attempted something that is outside his 
range. He did this, on LXT2543, in 
choosing Der Doppelganger, and now does 
so again in his choice of Der Atlas and 
Gruppe aus dem Tartarus. It goes without 
saying that Mr. Souzay has the artistic 
intelligence to interpret these big songs ; 
what he lacks is the sheer vocal power to 
characterise them and to rise to the 
climaxes. He uses, on this new disc, a 
heavy, compressed tone unnatural to him ; 
and made more so by his close proximity to 
the microphone. 

His phrasing of the declamatory and 
lyrical portion of An die Leier is admirable 
and, but for an aspirate in the rise to the 





In celebration of his sixtieth birthday on April 29th, Sir Malcolm Sargent was presented with a solid gold 
record of the ** Hallelujah Chorus”? as performed at the opening of the Royal Festival Hall in the presence of the 
late King and the Queen Mother. The presentation was made on behalf of Electric and Musical Industries 


Limited by the Managing Director, Mr. L. 7. Brown. 
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first climax, he gives a wholly successful and 
moving performance of Du bist die Ruh’ 
Baritones and butterflies do not, perhaps, 
consort well together, and Der Schmetterling 
comes out best sung by a soprano, but 
Souzay’s singing of Geheimes is charming 
and he is admirable in the lively Der 
Musensohn and the tender Das Rosenband. 
I liked much also his singing of Sténdchen 
(in spite of a rather laboured accompani- 
ment), but Horch, horch, die Lerch suffers 
from transposition and loses its radiance. 


If Mr. Souzay had sung the first verse of 
Litanei as well as he does the second one, 
I should have applauded him _ whole- 
heartedly, but in the first verse his dynamics 
are a shade explosive and this disturbs the 
deep interior peace of the lovely song. 
The remaining three songs are all beauti- 
fully sung ; and in Nachtviolen and Abschied 
Dalton Baldwin gives us his best accom- 
panying. He seems to be happiest in songs 
with a marked rhythm, but less so in the slow 
broken-chord type of accompaniment. 

The recording, except in the two big 
songs mentioned above, is excellent, also 
the balance. 


SCHUMANN. §§Liederkreis, Op. 39. 
Dietrich Fischer-Dieskau (baritone), 
Gerald Moore (piano). H.M.V. 
BLP1068 (10 in., 27s. 3$d.). 

(4/53) LX3107 


Danco, Agosti 


In my review of Suzanne Danco’s singing 


of the Eichendorf Liederkreis cycle, I said 
that her singing of Waldesgesprach lacked 
drama—there was no sense of horror in the 
sudden realisation of the Loreley’s presence 
—that Friihlingsnacht had not enough spring 
magic in it, and Mondnacht not a quite 
perfect legato in two of its rising phrases. 


Dietrich Fischer-Dieskau completely con- 
veys the horror in the sudden cry, “ du bist 
die. Hexe Loreley” (“‘ You are the witch 
Loreley’’’) ; but well though he sings 
Friihlingsnacht, it is Gerald _Moore’s thrill- 
ingly played accompaniment that carries 


the song to success, for it really needs a , 


soprano or tenor. The same thing is true 
of Mondnacht, in which, however, the pianist 
cannot help much. The silvery tone of a 
soprano is wanted for this “song, and this 
Miss Danco was able to provide. 

Both artists excel in the first song, In der 
Fremde, but in Intermezzo, the next one, 
Fischer-Dieskau, as all through, gives more 
point to the words*;, and he manages 
wonderfully well with the arch Die Stille, 
which contains the words, ‘‘ I wish I were 
a little bird ” ! 


Of the remaining songs, Fischer-Dieskau 
achieves a finely graded crescendo in 
Schéne Fremde, and in Zwielicht his parlando 
treatment of the last words, “‘ sei wach und 
munter ”’+ (“‘ watch and beware ’’), in the 
lowest part of the voice, is most ‘effective. 
But this artist’s imaginative insight shows 
to the greatest advantage in Auf einer Burg 
which he sings, mezza-voce, in a visionary 
way that brings before us a vivid picture of 
the deserted castle—everyone has gone to 
a wedding—haunted by the unhappiness 
of the bride, weeping as she passes in the 
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procession below in the valley. The way 
the singer colours the phrase, “‘in der 
stillen Klause”’, an allusion to the statue of 
an old knight on guard “ at his silent post ”’, 
is a lesson in the evocative power of word 
and tone perfectly blended. 


The balance in the songs is adequate, but 
Mr. Moore’s beautiful playing needs more 
depth of tone than the recording gives it. 
The last chord of Jm Walde is inaudible and 
the left-hand phrase in the penultimate bar 
of In der Fremde (No. 8, not No. 1) sounds 
muddy. 


As a whole, however, this performance 
will give great pleasure. A.R 


WOLF. Der Tambour; Der Feuer- 
reiter; Storchenbotschaft. 
LOEWE. Der Erlkénig, Op. 1, No. 3. 
Dietrich Fischer-Dieskau (baritone), 
Gerald Moore (piano). H.M.V. 
7ER5044 (7 in., 15s. 11d.). 
The actual order of the songs on the two 
sides is (1) Der Erlkénig : Storchenbotschaft 
(2) Der Tambour : Der Feuerreiter. 


Loewe composed his setting’ of Goethe’s 
ballad three years after Schubert set it, 
but three years before he published it ; 
and, as will be seen, it also has the same 
opus number. It is a good song; but it 
lacks the tension and drama Schubert put 
into the piano part, which Loewe—a singer 
himself—was content to leave as little more 
than an accompaniment to the narrative, 
though the tremolo in the treble part, as 
Gerald Moore plays it, is very suggestive. 
One misses the graphic picture of the rising 
terror of the child (brought about by upward 
modulations and grinding discords) in 
Schubert’s Erlkénig, and Loewe also fails 
to bring down the curtain at the psycholo- 
gical moment—the few bars of piano- 
postlude are an anti-climax. Comparison 
between the two songs is, in fact, an 
excellent illustration of the gulf that 
separates talent from genius. Genius 
informs everyone of the three Wolf settings 


of poems by Morike. 


Hans Hotter recorded Der Tambour on a 
78 r.p.m. disc and Bruce Boyce in his Wolf 
recital on OL50026 (7/54), and Heinz 
Rehfuss included Storchenbotschaft in his 
Wolf recital on Decca LW5162 (5/55). 
These were all performances with g 
points, though Boyce was a more convincing 
drummer-boy than Hotter, and Rehfuss and 
his pianist missed some of the humour of the 
song about the storks who presented the 
shepherd with twins, instead of the one 
child he had expected. 


Fischer-Dieskau’s vocal acting and timing 
are extraordinarily good at the point, in 
this song, when the full significance of two 
storks on his doorstep dawns on_ the 
shepherd ; and it is worth noticing with 
what art Wolf expresses, from the moment 
the shepherd opens the door up to his 
realisation of the message the storks bring, 
the doubts and fears in the poor man’s 
mind. Each phrase is put into a key higher 
than the jast, and then the music suddenly 
collapses into a very remote key at a low 
pitch. 
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The important piano postlude unfortu- 
nately loses much of its effect because of the 
muffled tone of the piano, which blankets 
Gerald Moore’s brilliant playing, a fault 
in which is even more serious in Der 
Feuerreiter. The clanging of the alarm bell, 
depicted in the piano part, is marked triple 
forte, but the tone is feeble and without 
body. Apart from this Fischer-Dieskau’s 
performance is less vivid than the magnifi- 
cent one given by Helge Roswaenge, with 
Gerald Moore’s splendid accompaniment 
much better recorded, on the 78 r.p.m. disc 
in the sixth Wolf album (H.M.V.). It is 
indeed of a hair-raising intensity, but it is 
only fair to say that this song undoubtedly 
loses much of its vividness in transposition. 
H.M.V. really should consider the issue of 
the best of these early Wolf recordings on 
LP, they are unlikely to be surpassed. 


Der Tambour, which moves in a dream- 
like atmosphere and suffers less from the 
damped down piano tone, is sung with 
delightful humour by Fischer-Dieskau and 
he is as admirable in Loewe’s Erlkénig as he 
was in his 78 r.p.m. disc of Schubert’s 
setting. ALR. 


WOLF. Collection from the Italian 
Song-Book : Gesegnet sei, durch 
den die Welt entstund; Selig thr 
Blinden; Der Mond hat eine 
schwere Klag’ erhoben; Nun’lass 
uns Frieden schliessen; Hoffartig 
seid Ihr, schiénes Kind; Geselle, 
woll’n wir uns in Kutten hiillen ; 
Und willst du deinen Liebsten 
sterben sehen; Heb’ auf dein 
blondes Haupt; Ein Standchen 
Euch zu bringen; Was fir ein 
Lied; Sterb’ ich, so hiillt in 
Blumen meine Glieder; Und 
steht Ihr friih am Morgen auf; 
Benedeit die  sel’ge Mutter; 
Wie viele Zeit verlor ich; Heut’ 
Nacht erhob ich mich; Nicht 
langer kann ich singen. Dietrich 
Fischer-Dieskau (baritone), Hertha 
Klust (piano). D.G.G. DGM18005 
(12 in., 36s. 54d.). 

This issue complements Irmgard See- 
fried’s disc (D.G.G. DGM18192) reviewed 
in March, 1955, which contained a selection 
of the women’s songs chosen from the three 
volumes of the Jtalianisches Liederbuch. The 
two discs have one song in common which 
can be sung by either sex. This is the lovely 
Heut’ Nacht erhob ich mich um Mitternacht, 
which is sung to perfection by Seefried and 
spoilt by Fischer-Dieskau who, quite 
unnecessarily, dramatises it. Oddly enough 


-the next song in the volume (included in 


this set) reads, ‘“‘ No longer can I sing 
because my voice is wholly drowned by 
boisterous gusts of wind ” (Nicht langer kann 
ich singen) ; and Fischer-Dieskau does tend 
to blow the beauty of the previous song 
away. 

The fact is that he made this disc several 
years ago (I have an American copy of it) 
when his art was maturing, and I am sure 
he would not sing the song in this way 
to-day. His soft tone, as at the end of the 
fine song, Gesegnet sei, is not always fully 
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STRAVINSKY Petrouchka—Ballk: t 
Suisse Romande/Ansermet LXT 2502 


RIMSKY-KORSAKOV Scheherazade-- 
Symphonic suite, Opus 35 


Paris Conservatoire/Ansermet LXT 2508 


RICHARD STRAUSS Don Juan—Symphonic 
Poem, Opus 20; Till Eulenspiegels lustige Streiche 
Symphonic poem, Opus 28 

Vienna Philharmonic/Krauss LXT 2549 


JOHANN STRAUSS Die Fledermaus 
Gueden, Patzak, etc. Vienna State Opera Chorus/ 
Vienna Philharmonic/Krauss LXT 2550-1* 


ROSSINI-RESPIGHI La Boutique fantasque 
London Symphony/Ansermet LXT 2555 


VIVALDI The Four Seasons 
Barchet/Stuttgart Chamber/Miinchinger } 
LXT 2600 


BEETHOVEN Piano Sonatas 

No. 5, Opus 10, No. 1; No. 6, Opus 10, No. 2 
and No. 25, Opus 79 

Backhaus LXT 2603 


BERLIOZ Symphonie fantastique, Opus 14 
Concértgebouw/Van Beinum LXT 2642 


At 


‘ WAGNER Parsifal (Complete recording) 

Médl, Windgassen, London, Uhde, Weber, etc. 

Bayreuth Festival (1951) Chorus and Orchestra/ 
Knappertsbusch LXT 2651-6* | 
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LS 


LISZT Années de Pélerinage (2nd year, Italy)— | 

Sonette del Petrarca Nos. 47, 104 and 123; 

SCHUMANN Papillons and Arabesque ' 
Kempff LXT 2670 


¢ 





us/ 


1% 


jue 


55 


ns 


ver I 


SIBELIUS Symphonies: 

No. 1—LXT 2694; No. 2—LXT 2815 
Nos. 3 and 7—LXT 2960; 

No. 4 and Pohjola’s Daughter—LXT 2962 
London Symphony /Collins 


DEBUSSY Pelléas et Mélisande 
(Complete recording) 

Danco, Mollet, Rehfuss, etc. 

Suisse Romande/Ansermet LXT 2711-4 


MAHLER Das Lied von der Erde; 

Three Riickert Songs 

Ferrier, Patzak 

Vienna Philharmonic/Walter LXT 2721-2* 


BRAHMS Piano Concerto No. 2 in B flat major 
Backhaus/Vienna Philharmonic /Schuricht 
LXT 2723 


BEETHOVEN Symphony No. 9 in D minor, 
Opus 125—‘Choral’ 
Gueden, Wagner, Dermota, Weber 


& Vienna Philharmonic/Singverein der 


Musikfreunde/Kleiber LXT 2725-6 


MASSENET Le Cid—Ballet music; 
MEYERBEER-LAMBERT Les Patineurs—Ballet 
London Symphony /Irving LXT 2746 


BACH A Recital of Arias; 
HANDEL A Recital of Arias 
Ferrier /London Philharmonic/Boult LXT 2757 


JOHANN STRAUSS Graduation Ball—Ballet 
New Symphony /Fistoulari LXT 2848 


BEETHOVEN Symphony No. 5 in C minor 
Concertgebouw/Kleiber LXT 2851 


RACHMANINOV Rhapsody on a theme of 
Pag inini, Opus 43; 


@ DOHNANYI Variations on a Nursery Song, 


Opus 25 
Ka:chen/London Philharmonic/Boult LXT 2862 





HOLST The Planets, Opus 32 
London Symphony /Sargent LXT 2871 


VAUGHAN WILLIAMS Symphonies: 
‘Sea’—LXT 2907-8; ‘London’—LXT 2693; 
‘Pastoral’—LXT 2787; No. 4—LXT 2909; 
No. 5—LXT 2910; No. 6—LXT 2911; 
‘Antartica’—LXT 2912 

London Philharmonic /Soloists/Boult 


HANDEL Messiah (Complete recording) 
Vyvyan, Procter, Maran, Brannigan 
London Philharmonic Choir/L.P.O./Boult 
LXT 2921-4 


BRITTEN Serenade, Opus 31; Les Illuminations, 
Opus 18 

Pears /Brain/New Symphony /Goossens 

LXT 2941* 


BEETHOVEN Piano Concerto No. 4 in G major 
Curzon/Vienna Philharmonic /Knappertsbusch 
LXT 2948 


RICHARD STRAUSS Der Rosenkavalier 
(Complete recording) 

Gueden, Jurinac, Reining, Weber, etc. 
Vienna State Opera Chorus/ 

Vienna Philharmonic/Kleiber LXT 2954-7* 


TCHAIKOVSKY Violin Concerto in D major 
Elman /London Philharmonic/Boult LXT 2970 


WALTON Facade—An Entertainment 
Sitwell, Pears 
Eng. Opera Group Ensemble /Collins LXT 2977* 


VERDI La Traviata (Complete recording) 
Tebaldi, Poggi, Protti, etc., Chorus & Orchestra 
Accademia di Sta. Cecilia/Pradelli LXT 2992—4* 


Otello (Complete recording) 

Tebaldi, Del Monaco, Protti, etc. Chorus & 
Orchestra Accademia di Sta. Cecilia /Erede 
LXT 5009-11 


ELGAR Violin Concerto in B minor, Opus 61 
Campoli/London Philharmonic/Boult LXT 5014 


*Decca booklets are available from dealers or 
direct from us for these records. 
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supported, and it is apt to coarsen in forte 
passages ; though it is only fair to say that 
in such passages the microphone is not kind 
to him. 

The artist he is now is first perceptible in 
Der Mond hat eine schwere Klag’ erhaben. 


At this point I must mention that there 
is a poor balance between voice and piano. 
In Hoffartig seid Ihr, particularly, they seem 
to be on two different planes ; and in those 
songs such as Und willst du deinen Liebsten 
sterben*in which (in the second verse) the 
voice is in the middle, so to say, of the piano 
accompaniment and, in one of its phrases, 
supplies notes that complete the harmony, 
this beautiful aspect of Wolf’s writing is 
spoilt. Sometimes, as in Selig Ihr Blinden 
chords (at the end) are inaudible—but this 
is the conscientious but too timid pianist’s 
fault. Ein Stdndchen Euch zu bringen, with its 
guitar-like accompaniment, comes out 
better; and the songs from the third 
volume beginning with Sterb’ ich are the 
best done of all. But, by making a crescendo 
one bar too early in Wie viele Zeit verlor ich, 
Miss Klust contradicts Wolf’s obvious 
intention (as marked) to have the rising 
emotion begun in the bar following. Such 
points, small as they may seem, count for 
a lot in Lieder. 

Neither, therefore, is the performance or 
the recording as successful as on Seefried’s 
disc, though the former, on the singer’s 
part, is far from negligible. A.R. 


Blessing of Saint Francis ; Peace 
Prayer of Saint Francis. Text from 
Saint Francis of Assisi. Music by 
Rev. Owen da Silva, O.F.M., 
arranged and conducted by Richard 
D. Aurandt. Produced by Noel 
F. Maholy, O.F.M. With The Padre 
Choristers and narrated by Bing 
Crosby. Brunswick OEg103 (7 in., 
1os. 74d.). 

It appears that what the Americans call 
religioso has infected the Order of Friars 
Minor, at least in the U.S.A. Every known 
cliché is used here. ‘‘ Thy peace ’’, orates 
Mr. Bing Crosby (he is never allowed to 
complete a sentence without musical inter- 
ruption), “Mm, mm”, hum the choir. 
There are celestial voices (somewhat nasal), 
warblings of synthetic birds as these “ little 
sisters? are mentioned, syrup from the 
cinema organ, tinkles from the celesta, 
arpeggios from the harp, woofs from a 
synthetic wolf, church bells, and all the 
rest of it. 


It is, in fact, a perfect religious oleograph. 


If I were the Superior of the Order I 
should confine the Rev. Noel F. Moholy 
and the Padre Choristers (sic) to their cells 
for a week on bread, water and plainsong : 
but St. Francis, a great populariser and an 
infinitely charitable man, might easily have 
loved the whole thing: or, at least, he 
would have appreciated the simplicity of 
intention behind it. 

Mr. Crosby speaks his lines in a straight- 
forward kind of way that emphasises the 
garishness of their setting. The recording 
is very faithful. A.R. 
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CANZONE SCORDATE, VOL. II. 
Seven Dowland Songs (arr. Dérums- 
gaard): Weep you no more, sad 
fountains; Come away, come 
sweet love; Dear, if you change; 
A shepherd in the shade; Flow 
not so fast, ye fountains ; Whoever 
thinks or hopes of love for love; 
Sorrow stay. Richard Lewis 
(tenor), Jacqueline Bonneau (piano). 
Nine Bellman Songs (arr. Dérums- 
gaard): Trad fram du _ nattens 
Gud; Drick ur diff glas; Ulla min 
Ulla; Hor i Orfeis drangar; 
Tjanare Millberg; Grat fader 
Berg; Vila vid denna killa; Tys 
broder Bachus har sommet; 
Fjariln vingad syns pa Haga. 
Aksel Schiétz (baritone), Jacqueline 
Bonneau (piano). Sung in Swedish. 
London International TW91067 (12 in., 
36s. 54d.). 

Arne Dérumsgaard’s first collection of 
Canzone Scordate, which I reviewed in 
December, 1953 (Decca LXT2835), con- 
tained Italian’ monodies from the early 
seventeenth century, a group of Alessandro 
Scarlatti songs, and a group of seventeenth 
and eighteenth century German sacred 
songs. These were sung with exquisite art 
by Gérard Souzay, accompanied, as are 
the singers on the disc under review, by 
Jacqueline Bonneau. The canzone on the 
present disc—or at any rate some of them— 
are rather less scordate than the earlier ones 
were. 


Carl Michael Bellman (1740-1795) has 
been called “the Francois Villon of 
eighteenth century Stockholm ”. He mimed 
and sang his songs in the 700-odd taverns 
of that pleasure-loving capital. The words 
he wrote himself; the tunes he adapted 
freely from French vaudeville (an opéra 
comique company played in Stockholm 
from 1753 to 1771, and had a lasting effect 
on the national style), from native dances 
and marches, and even from hymns. 
According to Musikrevy, “his songs are 
still on the lips of all Swedes, and are also 
much heard all over Scandinavia”. Many 
of them were published in 1950 by. the 
Swedish Bellman Society. 


In Aksel Schiétz’s fine days he recorded 
four ten-inch plum label discs for H.M.V. 
of Bellman songs (X6404, X6998, X6999 
and X7200). These records are still 
available from Hayes to special order ; 
their contents may be found listed in- The 
Record Year (1952). In these a guitar 
accompaniment lent picturesque, appro- 
priate and unobtrusive support to the voice. 
Alas, in the present disc this fine tenor 
sounds very different. The old gaiety has 
disappeared, the voice sounds worn, and 
the treatment is heavy and laboured. More- 
over, although Jacqueline Bonneau, abetted 
by the engineers, has done: her best to 
make the piano appear like a guitar, the 
accompaniment is far less winning. The 
two most charming songs are ‘‘ Ulla, min 
Ulla ” and “‘ Fjariln vingad syns pa Haga ” 
(“‘ Butterflies flie about in the Haga’”’, a 
Stockholm park, I think, but have no 
Swedish). The Kon-Tiki expedition, who 
numbered a guitarist among the crew, 


would sing the latter song to cheer them 
when things were darkest. In the LP 
Schiétz gives us only one verse; the 
melody is so delightful as to make us wish 
for more, and on the H.M.V. side there are 
three stanzas. These two songs are coupled 
on X6404. The accompaniments which 
Dérumsgaard has written are perhaps a 
little too artful—certainly so in ‘“ Fjariln 
vingad ”’, where he has invented a needless 
counter-melody for the piano. 

The titles are printed on the label with no 
accents. I have put in one or two above 
which I happen to know, but feel sure, from 
the pronunciation, that others are missing. 
The other titles are translated: ‘ Appear, 
O God of Night; Empty your glass ; 
Hearken, sons of Orpheus ; How are you, 
Millberg, my friend ; Weep, father Berg ; 
Rest beside this fountain (also on X7200) ; 
Silence, my brothers, Bacchus sleeps ”’. 
The sleeve-note has not reached me. 

Considering that the H.M.V. discs are still 
available, then the Bellman side of this LP 
is not indispensable. But the Dowland 
songs on the other side are worthy of 
separate issue (perhaps as an MP). Again 
we have to contend with a piano accom- 
paniment, supplied by Mr. Dérumsgaard, 
instead of a lute (which Desmond Dupré 
plays, accompanying Alfred Deller, on 
those beautiful records H.M.V. C4236, 
“Flow, my tears’, and C4178, ‘‘ Sorrow, 
stay!”’). But Richard Lewis has an 
attractive way of making these songs live, 
whereas so often they are finicked away into 
Third Programmery pipings. Less exquisite 
and delicate than Mr. Deller, Mr. Lewis 
gives the songs more substance; one 
listens to the words, appreciates the 
emotional content, and marvels afresh at 
their beauty. 

After an early period of leaving ‘Miss 
Bonneau’s sensitive playing too much in the 
background, recording engineers now give 
her her full due—almost to a fault in the 
Bellman songs, which call for no more than 
a few light chords. But there is really 
nothing to complain of in the recording 
except a slight pitched-hum apparent at 
times on the Dowland side. Pe. 


CHANSONS DE FRANCE. Les trois 
rubans; Le Roi-Rénaud; _ J’ai 
descendu dans mon jardin; Le 
rossignol; -La fille tombée a 
Peau; La fille du laboureur; Le 
Paradis; Auprés de ma blonde; 
A lauterbach; La belle est au 
jardin d’amour; Marguerite, elle 
est malade; Les cloches de 
Nantes; Entre le boeuf et Pane 
gris; Il est né le Divin Enfant. 
Sophie Wyss (soprano), Maria 
Korchinska (harp). Argo RG34 
(12 in., 36s. 54d.). 

A collection which contains many 
attractive things and, apart from Auprés 
de ma blonde (popularised by Canadian 
servicemen in the war over here), little that 
can be called well-known. A number of 
distinguished hands have arranged the 
accompaniments — among them Antony 
Hopkins, whose accompaniments point up 
the drama of ‘LeRoi Rénaud (one of those eerie 
dead-man-from-the-wars-returning ballads, 
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found in all folklore). Matyas Sieber (Nos. 3, 
4 and 11), Vaughan Williams (Le Paradis), 
Britten, Robert Gerhard, Grace Williams, 
Gerald Cockshot and Leonard Isaacs and 
others. There is a sensible sleeve note by 
Charles Osborne, though I am still slightly 
confused after all these years as to who 
exactly is voicing the sentiments in Auprés 
de ma blonde. The sleeve translation does 
not quite make clear. . . 

With such a diversity of talents, it is 
strange that the total effect should be some- 
what monotonous. It might not seem so, 
might actually seem an asset, if one were 
in the physical presence of the performer. 
We are, however, decidedly microphone 
conscious and the record as a whole can 
hardly earn great praise for recording and 
balance. On the interpretative side Mme 
Wyss sings with a cool, unruffled assurance, 
with enunciation which is exemplary in its 
clearness and no violent intrusions of 
personality: a welcome absence of “ coy 
touches ”. Mme Korchinska makes her harp 
express much, though that always seems to 
me less than is somehow promised. But the 
blend of clear voice and plucked string is un- 
usual to ears sated with Lieder and should be 
be sampled first hand. P.H.-W. 


GREGORIAN CHANT, Vol. 2. Kyriale ; 
Mass I, in Paschal time ; Antiphon. 
Masses for Penitential Seasons: 
Mass XVII, for Sundays of Advent 
and Lent ; Mass XVIII, for Ferias 
(LX3118) ; Mass XI, for Sundays 
throughout the year ; Credo I ; 
Mass IX, for Feasts of the Blessed 
Virgin ; Credo III (LX3119) ; Mass 
XII, for semidoubles : Credo VI ; 
Mass XV, for Simple Feasts ; 
Antiphon (LX3120); Missa Pro 
Defunctis (LX3121). Choir of the 
Monks of the Abbey of Saint 
Pierre de Solesmes conducted by 
Dom. J. Gajard, O.S.B. Decca 
LX 3118-21 (four 10 in., £5 gs. 2d.). 

The music of the Ordinary of the Mass 
(Kyrie, Gloria, Credo, Sanctus, Agnus Dei), 
found in the Kyriale, was composed (for the 
most part) many centuries later than the 
reform of plainsong associated with the 
name of St. Gregory and belongs to a time 
when congregations had ceased to take 
part in the singing—a process that began 
even before the sixth century. 

The liturgical revival, which owes so 
much to the Benedictine monks of Solesmes, 
has failed to alter this undesirable state of 
affairs not only because of clerical and 
congregational apathy, but because the 
music of most of the Masses in the Kyriale 
is too difficult for congregational use and 
needs to be sung by a trained chor. 

An exception is Mass XVIII, for week 
days of Advent and Lent on which no feast 
days occur. These simple chants, syllabic 
but for the final petition of the Kyrie, are 
undoubtedly older than the eleventh 
century (the date ascribed to them in the 
Kyriale) and could easily be sung (and 
sometimes are) by any well-intentioned 
congregation, as also could Credo III 
(LX3119) and the Gloria of Mass XV, 
which is of an earlier date than the rest of 


The GRAMOPHONE 


this Mass. Groups of people in the congrega- 
tion, if organised and encouraged, could, no 
doubt, tackle some of the other Masses. 
These records, therefore, will be invalu- 
able as types to such choirs and congrega- 
tional groups as have this matter at heart. 
They will serve to correct sluggish rhythm 
and poor enunciation ; and the intonations 
of the Glorias and Credos, as sung here, may 
be a help to those members of choral 
societies who may be called upon to sing 
them when a polyphonic Mass is performed 
in the concert hall. One has too often heard 
them given out unrhythmically and far too 
portentously. The singing of the Solesmes 
monks is throughout of the high standard 
we know and the recording is excellent. 
The Easter Mass (I) (LX3118) and the 
Mass for the Dead (LX3121) are duplicated 
in the Archive Series discs (APM14017 and 
APM14002) both of which contain also the 
Proper. This is also included on LXg121. 
Some may prefer the more forthright 
singing of the Beuron monks to that of 
Solesmes ; but the placing of so substantial 
a part of the Kyriale on ten-inch discs will 
be a boon to many who want the chants of 
the Ordinary alone. A.R. 


OPERATIC 


BORODIN. Prince Igor. 
Igor Sviatoslavitch 
Andrei Ivanov (bass-bar.) 
Jaroslavna 
Evgenia Smolenskaya (sop.) 
Vladimir Igorevitch 
Sergei Lemeshev (tenor) 
Prince Vladimir Galitzky 
Alexander Pirogov (bass) 
Kontchak Mark Reizen (bass) 
Kontchakovna 
Veronica Borisenko (mez.-sop.) 


Ovlour Alexei Serov (tenor) 
Skoula Ivan Skobtsov (tenor) 
Eroshka Fedor Godovkin (bass) 


Jaroslavna’s Nurse 
Elena Korneeva (sop.) 

A Polovtsian Maiden 

Antonina Ivanova (sop.) 
Chorus and Orchestra of the 
U.S.S.R. State Bolshoi Theatre 
Academy conducted by Alexander 
Melik-Pashaev. Monarch MWL326- 
329 (four 12 in., 145s. 10d.). 

Borodin is the latest composer to be 
called upon to act as wet nurse to a garish 
musical comedy, and no doubt next year 
we shall have the pleasure of seeing 
American blondes (who all seem to be cut 
out of one piece) prancing about to “‘themes 
from Mozart’. It is not, however, only 
music that suffers. An American film 
actress has arrived to make a gangster film 
based on Shakespeare’s Macbeth, “‘ but on a 
sex basis’. The hero is called Joe Macbeth 
and his wife Lily ! 

I am told it is very old-fashioned to 
regard this sort of thing as vandalism—and 
certainly the Borodin-Kismet affair did not 
raise a critical eyebrow—in which case I 
shall remain obstinately old-fashioned. 

We have here, to get rid of the taste of 
Kismet, a fine performance of Prince Igor 
(with the third act, as is usual, and regret- 
table, omitted) but not a too well recorded 
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one. There is a fair amount of distortion 
(as in the Sadko recording) in the chief 
soprano part, the big choruses sound 
constricted and ill-defined, and the voices 
of the soloists are over-exposed to the 
microphone ; but in spite of all these faults, 
the lively and sensitive orchestral playing 
and the magnificent singing of the male 
soloists and the chorus give great pleasure, 
and the whole thing is remarkably enjoyable. 
The best performance comes from Mark 
Reizen, the celebrated bass of this company, 
as Kontchak: his singing of the great aria 
in Act 2 is full of subtle touches. Andrei 
Ivanov is almost equally good in the part 
of Prince Igor and delivers his fine aria, in 
this magnificent act, with much authority 
and deep emotion, and there is an excellent 
Galitzky in Alexander Pirogov. 

Sergei Lemeshev is no longer young, but 
he sings his lovely aria in this same act with 
beautiful tone and phrasing and youthful 
ardour. It is worth noting the sensitive 
way in which the conductor leads up to this 
aria as indicative of his fine musicianship 
throughout. 

Veronica Borisenko’s vibrant Kontcha- 
kovna has real passion, and I found I could 
easily support the penetrating and rather un- 
steady tones of Evgenia Smolenskaya 
because of her fine attack and her absorp- 
tion in the part of Jaroslavna. Her second 
aria, in Act 4, is certainly one of the 
loveliest things in Russian opera and, given 
her limitations, she makes the most of it. 

What an amazing opera this is! The 
plot could be written on a postage stamp 
and yet one’s attention is completely held 
throughout the long work by the sensuous 
and colourful appeal of the music. 

A booklet accompanying the records gives 
a description of the action in each of the 
acts. A.R. 


SIEPI OPERATIC RECITAL. Di sposo 
di padre le gioie serene from 


“Salvator Rosa” (Gomes). 0 
lacerato spirito—Prologue from 
** Simon Boccanegra ”’ (Verdi). 


Seigneur, rampart et seul soutien— 
Choral de Luther ; Piff, paff from 
**Les Huguenots”; Nonnes, qui 
reposez from ‘‘ Robert le Diable ” 
(Meyerbeer). Si la rigueur from 
“La Juive”’ (Halévy). Cesare Siepi 
(bass), Orchestra of the Accademia 
di Santa Cecilia conducted by 
Alberto Erede. Decca LW516g9 (10 in., 
18s. o}d.). 

Of this fine collection of bass arias once 
famous, perhaps only the Verdi example is 
to-day at all well known. This very 
beautiful lament was famously done by 


‘Pinza on an old H.M.V. and anyone in 


doubt still of the artistic progress of the 
present singer might well begin by hearing 
the grand, not to say majestic, fashion in 
which he handles both the minor section 
and flowers out into the consoling major 
theme. It is Verdi most nobly done. A less 
impressive account is given of Marcel’s 
songs from The Huguenots, where Meyerbeer 
is displaying not merely a curious historical 
naivety (it seems so unlike an old 
Huguenot retainer should sing a snatch of 
Ein feste Burg like this) ;_ he is also writing 
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CHOOSING A 
LOUDSPEAKER 





; If your aim is Musical Satisfaction 
At Home— 


The choice of Motor, Pickup and 
Amplifier will probably be fairly 
simple. 


- When it comes to choosing a 
Loudspeaker the confusing variety 
and divergence of opinion make 
your choice anything but simple. 


Our wealth of experience in these 
matters is available for your guidance. 


We shall be pleased to send you 
particulars or to demonstrate to you 
at Astra House : 


ROGERS MINOR BAFFLE £8.15.0 


with 8 in. High Flux Unit £3.0.0 
WHARFEDALE R-J CABINET 
£9.10.0 


using Super 8/CS/AL Unit  £6.13.3 
G.E.C. METAL CONE in 
Octagonal Cabinet £26.10.0 


ROGERS ‘“ UNIFLEX ” £18.17.6 
and Wharfedale Super 12/CS/AL 


£17.10.0 
LOWTHER PWI1 £60.0.0 
LOWTHER TP! £96.0.0 


LOWTHER HEGERMAN £150.0.0 


‘* hearing is believing ” 


THE GRAMOPHONE EXCHANGE 


Midway between the Palace 
4 and Saville Theatre 


Astra House 
121-123 Shaftesbury Avenue, London WC2 
Temple Bar 3007 
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Wilhelm Schichter 


and the PHILHARMONIA ORCHESTRA 


“Colas Breugnon ’’— Suite — Kabalevsky: 
Overture; Féte populaire; 
Fleur publique; Insurrection; 
““The Gambler ’’— Four Portraits — Prokofiev: 
Alexis; La Grand’mére; Le Général; 
Pauline; Déenouement- - - = PMcC1007 


John Hollingsworth 


and the ROYAL OPERA HOUSE ORCHESTRA, COVENT GARDEN 


Carnival in Paris—Svendsen; 

Elegy (No. 7 of ‘Gustav II Adolf ’’—Suite)—Alfvén; 
Midsummer Vigil (Swedish Rhapsody No. 1)—Alfvén; 

Dance of the Cockerels (from *‘Maskarade’’)—Nielsen; 
Romance in C major—Sibelius- - - =  PMC1021 


Fabienne Jacquinot 


and the PHILHARMONIA ORCHESTRA 
conducted by ANATOLE FISTOULARI 


Concerto in C sharp minor—Rimsky-Korsakov; 
Totentanz (Paraphrase on the ‘‘Dies irae’’)—Liszt PMD1026 
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The Garrard Model 30! Transcription Motor is recognised as 
supreme in its class. With its introduction, a hitherto 
unattainable standard in the manufacture of High Fidelity 
Gramophone Components has been reached. 

Features that the enthusiast will appreciate are the sup- 
pression of switch clicks, the extra heavy balanced turntable 
and the very fine degrees of speed control available . . . all 
three speeds, 78, 45 and 334 r.p.m. can be adjusted by 
approximately 2} per cent. 

Wow and flutter have been reduced to the minimum, being 
less than 0.2 per cent and less than 0.05 per cent respectively. 
The unit is equipped for dual voltage ranges of 100 to 130 and 
200 to 250 volts, 50 or 60 cycles, according to the motor 
pulley fitted. 

The Model 301 is finished in high quality grey tone enamel, is 
fully tropicalised and is supplied complete with a plastic 
stroboscope, a tube of special grease, all fixing screws, washers, 
template and instruction manual. 


Supplies of the Model 301 are limited .... . see your Dealer now 
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show-music for an exceptionally profound 
vocal organ, and strangely enough Siepi 
does not produce quite the weight or 
vibrancy required precisely by the show off 
notes. What is wanted is the kind of bass 
who begins to sound like the open string of a 
double bass down there. The grim humour 
of Piff, Paff is thrown off with some spirit. 
The other Meyerbeer piece is the big solo 
in which Bertram (the devil-father of 
Robert of the title) summons dead nuns 
from their graves: a famous piece of 
tushery which showed to what absurd 
lengths a showman of the time would go to 
induce a fashionable romantic frisson ! 

The nuns’ ballet on the stage was no 
doubt more interesting than the invocation 
which shows Meyerbeer’s lack of melodic 
spontaneity. On the other hand the 
cardinal’s beautiful cantilena from Halvéy’s 
fine old opera deserves rescue from oblivion. 
Solid recording. General standard first rate. 

P.H.-W. 


RAVEL. L’Enfant et les Sortiléges. 


L’Enfant Flore Wend (sop.) 
oan} Suzanne Danco (sop.) 
Maman Marie Lise de 
La Tasse Chincise} Montmollin 
La Libellule (mezzo-sop.) 
La Bergére G oa 

La Chatte one 

La Chauve-Souris Touraine (sop.) 


Le Feu Adrienne 
Le Rossignol Migliette (sop.) 
— Juliette Bise (sop.) 
Une Pastourelle 
Giselle Bobillier (sop.) 
iy gs Lucien Lovano (bass) 
L’Horloge eee Pierre 
Le Chat Mollet (bar.) 
La Théiére 
La Petit Vieillard ; Hugues 
La Rainette Cuénod (ten.) 
Orchestre de la Suisse Romande, 
Motet Choir of Geneva conducted by 
Ernest Ansermet. Decca LXT5019 
(12 in., 36s. 54d.). 

The enchanting performance of L’Enfant 
et les Sortiléges, recorded five years or so ago 
by Columbia on 78 r.p.m. discs, which still 
sounds remarkably well, must have made 
many friends for Ravel’s exquisite little 
opera. There have been several concert 
performances of it since in this country and 
this admirable performance on LP, getting 
rid of all the breaks but one—this comes 
at the pause marked after the celebrated 
cat duet and so immediately before the 
garden scene, whereas the parallel 
Columbia disc ran on to a page or so of that 
scene—will be most welcome now that the 
old set is no longer procurable. 

I imagine that no one could take part 
in this work without falling in love with it 
and there is the same sense of enjoyment, 
the same excellent team work, in this 
performance as in the Columbia one: and, 
of course, we get more clearly defined 
orchestral detail. This is, indeed, one of 
Decca’s finest operatic recordings. The 
one criticism to be made of it is that the 
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voices do not grow softer in the lovely (and 
well-balanced) madrigal chorus at the end 
of the work, as directed in the score, when 
the child reaches the house, watched by 
the animals from a distance. But the 
conductor may be to blame for this, and 
it is, in any case, not a serious fault. 

Flore Wend is a more convincing child 
than her excellent predecessor Nadine 
Sautereau, but the mother is not so well 
characterised by Marie Lise de Montmollin, 
nor is this singer so poignant in the solo 
for the dragonfly (La Libellule) or quite as 
amusing as the Chinese cup. On the other 
hand Adrienne Migliette is far better than 
Odette Turba-Rabier in the parts of the 
fire and the nightingale, singing her runs 
very neatly and producing (as the nightin- 
gale) a thrilling F in alt; and never at any 
time being shrill, as was the other artist. 

Hugues Cuénod, I need hardly say, 
excels in all his three parts, even if his 
English is a little too good in the nonsense 
words of the tea-pot—Chinese cup duet 
** Black, and costaud, black and chic.... 
I punch, Sir, your nose. I knock you out 
you stupid chose, I box you I 
marm’lad’ you ”’. 

Suzanne Danco’s Princess and squirrel 
have, I see, come in for some criticism. She 
is certainly miscast in the part of the animal 
—in which Solange Michel was unforget- 
table—and misses the moving appeal of 
the solo when the caged squirrel tells the 
child what message is to be read in his 
eyes—‘ the free sky, the free wind, and 
my brothers swift as birds on the wing ”’, 
but I liked her beautifully sung Princess, 
and it seemed to me well in character. 
The solo voices (unspecified in the cast 
above) and chorus do not handle the 
touching scene of the amazed and ashamed 
animals, near the end of the opera (after 
the child has bound up the paw of a little 
squirrel wounded in the fight that has 
broken out when he calls to his mother) as 
imaginatively as in the older recording. 

Pierre Mollet’s Comtoise clock, and cat, 
cannot compare with Yvon le Marc’ 
Hadour’s: the only sign that he has 
“terrible pains in his stomach’, as he 
cannot stop his strike (having had his 
pendulum removed) is evinced by the 
indistinctness of his enunciation, and his 
tom cat is not amorous enough. Lucien 
Lovano is good as the armchair and tree, 
making one forget André Vessiéres’ ripe 
tones in these parts. 

The other réles are well sung and the un- 
named pianist deserves a special word of 
praise for his able handling of his part. 
Ansermet directs his forces with tenderness 
and humour and keeps everything to the 
proper scale. When will some intelligent 
film producer make a cartoon to go with the 
music of this opera—the man, for example, 
who made the cartoon of Benelman’s 
Madeline. The opera'can never be effective 
on the stage—it is made for the screen. 

Let me say, to end, that if my loyalty to 
the Columbia recording has influenced 
some of the criticisms above I hope to 
have made it clear how much I enjoyed the 
Decca disc—and more the second time 
round than the first. A.R. 
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STRAVINSKY. Oedipus Rex. Martha 
Médl (mezzo-soprano), Peter Pears 
(tenor), Helmut Krebs (tenor), Heinz 
Rehfuss (baritone), Otto von Rohr 
(bass). Cologne Radio Symphony 
Orchestra and Chorus conducted 
by Igor Stravinsky. Narrated by 
Jean Cocteau. Philips ABL3054 
(12 in., 36s. 54d.). 

This offers a chance to study one of 
Stravinsky’s most important works. As it 
turns out, it also has some historical 
interest. Cocteau’s narration and the 
composer’s own conducting are very much 
a part of the occasion. Pears as the king 
and Médl as Jocasta are moreover what 
one may rarely find together again in this 
work: two artists who almost instinctively 
understand the idea and are good enough 
musicians to carry it out. 

The text was a translation into Latin of 
a paraphrase of the Greek of Sophocles’ 
drama made in French by Cocteau him- 
self: the notion being that Tragedy on 
this plane was best served by a classical 
tongue, allowing among other things for 
the kind of repetition which sounds so odd 
in a modern language. This was reinforced 
by the fact that Stravinsky’s new idea at 
the time was to set words syllabically and 
not for their total shape or sense. The 
style ”’, if any work so original and yet 
so imitative could be said to have a style, 
is something in the manner of a great 
grave oratorio from the pre-Handelian era 
(with one chorus which suggests rather 
** Let’s all go down the Strand!”’). Fora 
long time the listener may reject this 
manner as a valid medium for a tragedy 
which is in the true sense of the word 
appalling, but the total impression is 
strangely memorable. 

How little this “‘ opera oratorio ” is opera 
and how much it is oratorio was shown in 
Paris two years ago when composer and 
narrator, with other principals, performed 
the work with wierd decor and posturing 
figures in turnip-ghost masks, M. Cocteau 
himself arrayed in a blouse of the kind 
worn by sommelliers, wine stewards, and 
Mr. Stravinsky in immaculate “ tails ”’ 
conducting with the rigid elbow movements 
of a grasshopper in a Disney film! Add 
the excitements of Young Communists and 
La Jeunesse Catholique both protesting in 
rival groups in the gallery. In spite of all 
this, what mattered was the music. Here, 
uninterrupted, it comes across in what is a 
notable performance ; especially from the 
protagonist. 

The real excitement starts on the second 
side and though Frau Médl labours for 
breath at first, she makes a thrilling thing 
of the fast reiterating of the word oracula 
until (exactly as was intended) it sounds 
like a curse. Then the jerky trio when the 
shepherd brings the news carries the excite- 
ment forward. Fugato agitations wonder- 
fully suggest the growing horror in the 
hearts of the hero and his wife-mother. 
Cocteau intervenes again, explaining how 
the Messenger will tell us of Jocasta’s 
hanging and Oedipus putting out his eyes 
with a brooch (and terrifyingly Herr 


Rehfuss tells it) and how finally the king, 
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in an agony of shame comes out and how the 
onlookers gently send him away—Cocteau 
puts more feeling into the words “on le 
chasse, avec une extréme douceur ” than 
the Cologne male chorus can get collec- 
tively into their singing of the episode with 
of course the king’s name sounding as 
““ Ady Puss”, but the final pages all the 
same are printed vividly enough on the 
imagination. 

Apart from two pre-echoes and a slight 
shifting of level in one place, the recording 
is clear and good. P. H.-W. 


VERDI. La Forza del Destino. 
Il Marchese di Calatrava 
Plinio Clabassi (bass) 
Donna Leonora 
Maria Meneghini-Callas (sop.) 
Don Carlo di Vargos 
Carlo Tagliabue (bar.) 
Don Alvaro Richard Tucker (ten.) 
Preziosilla 
Elena Nicolai (mezzo-sop.) 
Fra Melitone 
Renato Capecchi (bass) 
) Rina Cavallari 
(sop.) 


Curra 
Two Mendicanti { 
Mastro Trabuco 
Gino del Signore (ten.) 

Un Chirurgo ° 
Un Alcade 
Two Giuocatori 
One Soldato 
Padre Guardiano 

Nicola Rossi-Lemeni (bass) 
One Soldato Giulio Scarinci 
One Giuocatore (ten.) 
One Soldato | Ottorino Bagalli 
One Giuocatore J (ten.) 
Orchestra and Chorus of La Scala 
Opera House, Milan, conducted by 
Tullio Serafin. Chorus Master: 
Vittore Veneziani. Columbia 33CX 
1258-60 (three 12 in., 1ogs. 44d.). 

I had not looked forward to an operatic 
issue so keenly since this company’s Norma, 
with which the present records have one or 
two names and points in common. The first 
LP Forzo—indeed, the first Forza at all in 
anything like full shape—is indeed a 
thrilling event! And one should stress 
‘* thrilling ”, even if—as with most of life’s 
thrills—there are what doctors call “ side 
effects’, those less-than-perfect realisations 
of one’s hopes. 

Why a Verdi opera which contains such 
magnificent pages, an opera which gathers 
strength and achieves final sublimity, should 
have had to wait so long is a mystery. Yet 
the gramophone could claim to be the 
instrument of Destiny in this case of neglect, 
keeping the work alive in the mind of the 
public with solos, duets and even (with 
Ponselle, Pinza, Martinelli) that wonderful 
final scene almost complete. 

On the stage, if one overlooks a-rather 
conventional first act, and two major 
dramatic (or operatic) defects—one, that 
the personages are puppets jerked by 
coincidence rather than Fate; two, that 
the story keeps tenor and soprano too long 
apart—then the opera’s neglect is truly 
inexplicable. Scene after scene is magnifi- 
cent. Al] Leonora’s music, apart from her 


| Dario Caselli (bass) 
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first act aria—especially the great prayer 
scenes: three superb duets from tenor and 
baritone, culminating in the scene where 
the baritone taunts the tenor into the last 
fatal duet, which is perhaps, before Oftello, 
Verdi’s finest duet of the kind ; and a great 
deal of highly attractive music which comes 
as light relief, the vivandiére’s réle and that 
of the comic friar Melitone being both 
rather unusual Verdian réles, pointing on 
towards Falstaff and showing Verdi’s genius 
absorbing new dramatic material all the 
time. Above all, there are the great 
plangent choral scenes which look back to 
Nabucco and Trovatore, but also forward to 
the Requiem. Wonderful music! To use a 
worn expression, these records “ literally 
lifted me out of my seat” at times. It 
seemed impossible to listen seated. The 
elemental urgency and zeal of the whole 
temper of Verdi’s genius makes one rise 
and grip the furniture for support. 

You would be lucky indeed to hear “ in 
the flesh ” a performance such as this, and 
if you did so, would probably have nothing 
but superlatives for it. Under the micro- 
scope, however, blemishes appear, as in the 
Norma. How much importance you attach 
to them in the general success must be a 
purely personal matter. 

First, Maestro Serafin, despite the nobility 
of his conception of the piece, seems to me to 
adopt unduly deliberate tempi at some 
points. The fate motive itself and the 
pleading theme of Alvaro’s “ Le minaccie ”’, 
in the last act tenor baritone duet, strike 
me as just missing the necessary impulse. 
With a slightly lighter hand, too, the 
martial music and the comic scene of the 
friar’s punning sermon might have made a 
gayer effect. Neither Preziosilla (Elena 
Nicolai), nor Renato Capecchi as the comic 
friar, really touch the right abandon of spirit 
and the former is not very tidy in her 
camping songs. But the conductor certainly 
gets what you could call the big sweep, 
when it is called for. And the pilgrims’ 
chorus, the monastery scene and the final 
trio are superbly handled. 

Of the principals (four if you include the 
Padre Guardiano, the Franciscan monk 
who grants Leonora asylum at Horna- 
chuelos) perhaps the most impressive of all 
is Richard Tucker in wonderful full and 
fine voice. In the solo ‘‘ Tu che in seno 
dei angeli’”’ (where he imagines Leonora 
already dead and in the bosom of the angels) 
he is a shade too lachrymose and in the end 
of the famous “ Solenne in quest’ ora” 
with the baritone his last ‘‘ Addios ” con- 
tain quite as many h’s as Gigli’s. But he 
is superb in the last duet of all, with that 


great cry for “Un brando”, for a sword - 


(the monk he had become cannot abide 
taunts about his mixed blood), is as thrilling 
as Martinelli’s. I can’t say fairer than that. 

In contrast Tagliabue’s Don Carlo di 
Vargas is a trifle rough—certainly by the 
bel canto standards often imposed on the 
role. But this one is not dramatically inept : 
vengefulness is finely suggested. He is very 
vividly before our eyes as a character all 
through the scene (Act 3), which includes 
the opening of the casket and the address 
to it, “* Urna fatale ”’. 
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Rossi-Lemeni slightly disappoints—not 
in his contribution to the last trio, it is true, 
but by singing slightly sharp in the long and 
noble interview with Leonora in the 
monastery scene of Act 2. His dramatic 
feeling for the part is perfect and indeed for 
H.M.V., with Joan Hammond on the last 
of four 78s, he takes the passage about 
“Tl santo speco” much better. (So, I 
think, does the conductor Fistoulari.) 
Remains Mme Callas—words which may 
surely bezome Columbia’s motto! Hers is 
a blazingly exciting performance and for 
sheer dramatic aptness plus the musician- 
ship to bring up, new minted, some coin 
you know well, you should try straight 
away “‘ Deh non m’ abbandonar signor ” 
of the prayer outside the monastery gate 
and also the rising, serene melody of 
Leonora’s dying words, “Nella terra 
promessa ’’. Here is greatness. Why, then, 
any reservations ? Simply because Mme 
twice at least spoils (for me) truly heavenly 
moments by loud, perilous and heavily 
beating sforzandos on high notes, notes 
which almost beat themselves out of shape. 
Examine three passages ; the descant to the 
pilgrims in the inn scene, the silvery top line 
of the ‘‘ La vergine dei angeli ” (where the 
monks see Leonora off to her hermit’s 
grot), and the last, climactic phrase of 
“Pace, pace”? at the words “In van’ la 
pace quest’ alma”’, etc. . . Is not a 
steadiness and a purity on such notes not 
merely a desirability but a true artistic 
necessity ? I cannot understand how any 
soprano so manifestly an exceptional artist 
can bare to oblige with such variations of 
quality. Needless to say the ‘‘Maledizione !” 
which follows this last example is hair- 
raising. All in all, she does triumphantly 
present the Leonora of whom Dyneley 
Hussey so well wrote ‘‘ To our intellect she 
may remain a lay figure: to our emotions, 
she is a living human personality”. The 
recording is successful though never super- 
latively vivid. P.H.-W. 


POETRY AND DICTION 


KEATS. Ode to a Nightingale; Ode 
on a Grecian Urn; When I have 
fears that I may cease to be; La 
belle dame sans merci; Ode on 
melancholy; To Autumn; On 
first looking into Chapman’s 
Homer; Bright star; Would I 
were steadfast as thou art. Read 
by Gabriel Woolf. Columbia DX 
1925-6 (two 12 in., 12s. 8d.). 


I find these readings monotonous. Before 
anyone jumps to the conclusion that I 
thereby condemn them, it had better be 
said that I greatly prefer monotony to the 
wrong sort of variety. Mr. Woolf, reading 
with full awareness and feeling, prefers to 
keep his personality ‘‘ beamed ”’, so to say, 
in one direction only, no doubt in the 
interest of not distracting the listener too 
much and thus giving Keats the maximum 
chance to emerge in his own “ voice ”’. 
But I think he restricts the range too 
narrowly: it is the same three notes of the 
voice over and over again and the hushed 
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The Story of the Proms 





A New Publication For Music-Lovers 


This new, illustrated publication traces the history of the 
Promenade Concerts from their inception in 1895 at the 
Queen’s Hall in London. It tells how Robert Newman’s 
ideal of educating the British musical public achieved 
realisation through the unflagging energies of Sir Henry 
Wood and the sponsorship, from 1927 onwards, of the 
B.B.C. Today the Promenade Concerts have become a 
national institution, unrivalled anywhere else in the 
world. 

“ The Story of the Proms ”’ will also contain information 
about all the orchestras and conductors who have 
appeared at the Proms and the new works that have been 
played. Among the contributors, Basil Cameron writes 
on Sir Henry Wood, and W. W. Thompson on Robert 
Newman. 

The introduction is by Sir Malcolm Sargent. 


The Story of the Proms 


TO BE PUBLISHED JUNE 7 PRICE 2s. 6d. 


A B.B.C. PUBLICATION—Obtainable through all booksellers and 
newsagents or direct from B.B.C. Publications, The Story of the Proms, 
35 Marylebone High Street, W.1. 
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R e Ss p cr rm Ss e ‘ie FERROGRAPH was the first portable Tape Recorder to be 


designed and wholly manufactured in Britain. To-day the 
i bewildered buyer may well hesitate when confronted with a 
is n ot a ; f choice of so many makes offered. But if he is serious — and 
not lightly choosing something for his casual enjoyment — h2 
would do well to ponder the following fect. 
Frequency response is often popularly quoted in advertisements 
t ii e S t re) al y as 50-12,000 c.p.s. This, of itself, means nothing in evaluating the 
excellence or otherwise of a recorder. Two other interdependent 
factors must be regarded, viz.—signal/noise ratio and distortion, 
if the true worth of the instrument is to be gauged. 
Furthermore, the limits in which the response is held must be 
given or the statement is again valueless. The Ferrograph frequency 
response is guaranteed to be within +3 db up to 10,000 c.p.s. at 
74 ip.s., although the response does, of course, extend much 
beyond this. em 
No exaggerated claims are made for the Ferrograph since its 
established reputation makes such claims unnecessary. Simple 
conservatism has always been a feature of Ferrograph publications 
and advertisements, and experience has shown the discerning user 
prefers it that way. 






















MODEL 2A/N MODEL 2A/NH 
32 and 73 i.p.s. 74 and 15 i.p.s. 
76 gns. 86 gns. 


errograp 


BRIEF SPECIFICATION 


Twin Track (to 
International standards) 
Playing British and American 

pre-recorded tapes 

Playing Time with 
1,750 ft. Reel 
45 minutes per track at 
7ti.p.s. (otherspeeds prorata) 
Quick Rewind 
in less than 60 seconds 
Signal Level Meter 
giving positive reading 
Frequency Response 
+3 db 50/10,000 c.p.s. at 
74 i.p.s. 
“Wow” and Flutter 
Less than 0.2% at 74 i.p.s. 
Signal to Noise Ratio 
Better than 50 db, 200/12,000 
c.p.s. Unweighted, including 
-hum, 45 db. 
Longterm Speed Stability 
Less than -5% variation 


Dealerships in several of the 
principal towns are still open 
and applications are invited. 


Output Power 
24 watts into 15 ohms 


WRIGHT & WEAIRE LTD 
131 SLOANE STREET - LONDON - SWI _ Telephone: SLOane 2214/5 and 1510 
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sincerity which so well becomes the reading 
of some of these famous lines would be all 
the better, here and there, for a contrast 
and a little more smile and “life”. I 
want a spark to quicken the line about 
“stout Cortez” and the wild surmise in 
Chapman’s Homer. I want a change of mood 
at “ Who hath not seen thee....” in the 
ode To Autumn. I find the reader’s style 
best suited to the Ode to a Grecian Urn and 
La Belle Dame sans Merci (where any kind 
of obtrusive vocal acting would exasperate). 
The worth of the records obviously depend 
on what they are to be used for : instruction 
as well as pleasure, or merely for pleasure. 
In the former case, it may be pointed out 
that the pronunciation, breathing and 
“sense” are respectable exemplars. The 
recording, without surface noise, is excel- 
lent. P. H.-W. 


CLASSICAL REISSUES 


There are very few records in this section 
this month, but one so important that we 
must list the contents in full : 

Recit: Son giunta! Grazie, O Dio! 
Aria: Madre, madre, pietosa Vergine ; 
Il santo nome di Dio ...La Vergine 
degli angeli (Act 2) with Lubomir 
Vichegonov (bass), and Robert Shaw 
Chorale. Pace, pace, mio Dio (Act 4) 
from ‘‘La Forza del Destino” (Verdi). 
Suicidio! from “ La Gioconda’”’, Act 4 
(Ponchielli). Ritorna vincitor (Act 1) 5; 
Recit: Qui Radamés verra. Aria: 
O patria mia (Act 3) from “ Aida” 
(Verdi). Tacea la notte placida ... Di 
tale amor (Act 1); Recit: Timor di 
me ? Aria: D’amor sull’ali rosee (Act 4) 
from “Il Trovatore” (Verdi). Voi lo 
sapete from “Cavalleria Rusticana ” 


(Mascagni) with Margaret Roggero 
(mezzo-soprano). Zinka Milanov 
(soprano), R.C.A. Victor Orchestra 


conducted by Renato Cellini. H.M.V. 
ALP1247 (12 in., 36s. 54d.). 

Most of these have already come out 
either on 45 EPs, or (the Cavalleria excerpt) 
in a complete recording. ‘ Tacealanctte” 
is not from the complete Trovatore, but 
consists of aria and cabaletta in succession, 
without the faithful Inez at hand. 

The record gives a wonderful impression 
of Zinka Milanov’s stature, and as a whole 
yields nothing to versions by those other 
two first ladies of the Italian operatic stage, 
Tebaldi and Callas. The first Forza aria is 
very thrilling, with a radiant sound in the 
high phrases. The second excerpt gives us a 
long stretch of Padre Guardiano and monks 
before Milanov enters, in a small, sweet, 
penitent voice—awed by the solemnity of 
the occasion. In “ Pace, pace” she does 
not articulate the first three syllables of 
** Maledizione” quite cleanly—though 
later we hear quick passages negotiated 
much more nimbly. “ Suicidio! ”, which 
is new, is not quite as exciting as Callas’s 
(in the complete Cetra recording). A 
slight hardness creeps in when Miss Milanov 
darkens the middle registers of her voice, 
and the chest voice is slightly hollow when 
she puts weight on the low notes. Callas, 
on the other hand, might be thought to 
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exaggerate her chest notes, but certainly 
she moulds the words and phrases more 
tellingly. 

The two Aida arias, however, must be 
the best of all modern versions, with vivid 
words, delicate characterisation, and a 
pure, free, floating tone—very different 
from Mme. Callas’s vibrating high notes, or 
Mme. Tebaldi’s less surely placed ones. 
The approach to the last note of ‘“‘ O patria 
mia ”’ is less successful than the rest. 

* Tacea la notte ”’ is not quite so striking 
or so tender as the other arias on this 
record, though the cabaletta is unexpectedly 
exact. There is a very beautiful moment 
in the recitative to “ D’amor sull’ ali 
rosee ’” when, at “ deh, pietosa ”’, Milanov 
floats a dolce phrase in a curving descent 
from high B flat. 

The recording causes a little trouble at 
the high C; otherwise it is particularly 
good, and really outstanding in the first 
Forza and the two Aida arias. “ Voi lo 
sapete”’ is beautifully and affectingly 
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sung, without exaggeration. All through, 
the orchestral playing is of a high order, 
with very accomplished solo playing and 
an excellent balance of sound. All in all, 
this disc should be for many the revelation 
of a great dramatic soprano who is more 
consistently tender than any of her rivals. 
Why cannot Covent Garden engage her ? 
Milanov has not sung in England since, 
for Toscanini, she took part in the Verdi 
Requiem and Beethoven Mass. 

Other reissues are 45s, from Decca. Yet 
again Mario del Monaco turns up, on 
71077, treating us to the Prologue and 
** Vesti la giubba ” from Pagliacci. An aria 
from Messiah, “‘He was despised”, and 
from Elijah, “‘O rest in the Lord ’”’, are 
beautifully sung by Norma Procter on 
71082. Extracts from the Johann Strauss 
New Year Concerts by the Vienna Phil- 
harmonic and Clemens Krauss, Die Libelle 
and Im Krapfenwald’l, sound less alluring 
on 71079 than they did in the original. 

A.P. 





NIGHTS AT THE ROUND TABLE 


By W. A. 


Fans of Mario del Monaco will need no 
recommendation from me to purchase a new 
Decca medium-player containing seven Italian 
ditties of the lighter kind (LW5168). The songs 
are I Milioni d’Arlecchino, Musica Proibita, 
Mattinata, Na Lettera Cucente, Addio a Napoli, 
Mattinata Veneziana and Core ’Ngrato. This 
record makes me wish once more that Signor 
Monaco would sing at less than forte more often. 
What a glorious sound he can produce in full 
voice, but how much more effective it would be 
if he used it so more sparingly. If only he would 
learn how to spin his voice out to a fine thread of 
sound and then use it with the skill and artistry 
of a Schipa he would be one of the great 
singers of the century. The orchestral accom- 
paniment under the direction of Ernesto 
Nicelli is excellent and the recording is 
exemplary. 

The recording of a song recital by Dennis 
Noble, accompanied on the piano by Wilfred 
Parry, on Argo RG53 invests Mr. Noble’s 
voice with a somewhat dead and unresilient 
quality I have never observed previously either 
at first hand or in recordings. I persevered with 
the various controls of two different instruments, 
but could never get the quality quite as good 
as I felt it should be. Otherwise I have nothing 
but praise for this record and the selection of 
Victorian ballads which comprise Don’t Forget 
Your Music will please many people. Strictly 
“Until”? and ‘“‘The Company Sergeant 
Major ”’ are not of the Victorian era, but they 
are in the tradition of “ The Old Brigade ’’, 
“Father O’Flynn’’, ‘“‘ Off to Philadelphia ’’, 
“My Old Shako”’, “ Nirvana’? and the 
other songs of Mr. Noble’s choice. In short, 
then, an enjoyable record that one feels might 
easily have been even better. 

Potpourri ur Operetten—Glada Ankan is a title 
that would puzzle most of us, if “ The Merry 
Widow ”’ were not added in brackets! Is there 
a market for light opera in a language which is 
neither the original nor English? If so I 
recommend this disc strongly (London Inter- 
national WBg1009). Per Grunden, Sonja 


Stjernquist, Olav Gerthel and Berit Kjerr- 
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man all have pleasant voices and use them well 
and the Egon Kjerrman Orkester provides an 
admirable accompaniment. Recording is full 
and forward. 

Douglas Kennedy sings two Lowland Scots 
Ballads superbly. The Golden Vanitee is a sea-song 
of the narrative variety. Hame cam oor guidman 
at ’een deals with a domestic situation to divulge 
which would lessen the enjoyment of a first 
hearing. This record is made under the auspices 
of the English Folk Song and Dance Society 
(H.M.V. B10836). 

Father Sydney MacEwan also introduces 
a new song to me in the lively Youth of the Heart 
and sings it very well to an orchestral accom- 
paniment under Philip Green. It is backed 
by Mother Machree (Col. DB3614). 

I expected a long-player by George Beverly 
Shea to coincide with Mr. Billy Graham’s visit 
and here it is (H.M.V. DLP1075). It is called 
Beautiful Garden of Prayer, but includes seven 
other songs as well as that which gives the 
record its title and most of them are established 
favourites by now. Mr. Shea is supported by 
choir, orchestra and organ as deemed suitable 
and remarkably effective the chosen combina- 
tions always are. Indeed everything about this 
disc is superbly stage-managed. 

A pair of religious records of a different kind 
are issued under the new Storyland label and 
are, I gather, on sale at many of the large 
departmental stores. They are called Stories 
JSrom the Bible and are told by Auntie Ruth. 
The first tells of the Creation, Adam and Eve, 
Noah and Abraham and the second of Rebekah, 
Jacob and Esau. In both cases the narrative is 
continuous and the stories are told in simple 
language and without any suggestion of 
denominational bias. The atmosphere aimed 
at is that of the fireside and on the whole this 
is achieved. How they will appeal to the 
children for whom they are intended remains 
to be seen. The records are 78s, pressed in 
shellac, and the retail price is 9s. each. For this 
price both recording and “ finish ’’ should be of 
better quality. The speaker’s voice tends to buzz 
in places and the surfaces are not good. And 
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surely a more tasteful and attractive label could 
be designed with advantage. 

A 45 EP of four Sousa marches played by 
The Goldman Band is by no means an answer 
to my recent plea for the reissue of some of the 
old recordings made by the great little man 
himself. The recording is thin and shallow and 
lacking in bass and resonance. The titles are 
King Cotton, Washington Post, Stars and Stripes and 
El Capitan (H.M.V. 7EG8102). 

A batch of Regal-Zonophone Salvation Army 
records are true to type. The music is pleasant 
but undistinguished, the playing of the Inter- 
national Staff Band under Senior Major 
Bernard Adams is admirable and the record- 
ing is of excellent quality. MF387 contains the 
three hymn tunes Lathbury, St. Cuthbert and 
Blaenwern, of which the last-named is much the 
best. MF388 contains a sentimental trifle, 
Sweet Hour of Prayer, and a march, Keep Singing. 
Fight On is a much more original march and is 
backed on MF389 by Meditation—Saint Agnes. 

I wish I could enjoy Rawicz and Landauer 
more often than I do, but so often they pull the 
rhythm about until it has no recognisable shape. 
So it is with their new record of Johann Strauss’s 
Annen Polka and Bitte from ‘* Cagliostro ”’ 
(Decca 45-71078). The latter is bearable, but the 
former is made to sound just nonsense to my ears. 

The only thing that prevents me from 
recommending wholeheartedly four of Gungl’s 
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tuneful trifes played by the London 
Promenade Orchestra under Ronald Binge 
is the fact that, do what I would, I could not 
prevent my stylus from jumping grooves in 
several places, and not in particuarly loud 
passages. Probably this is an isolated bad 
pressing, but potential purchasers should hear 
before buying. The titles are Amorettentanz, 
Friihlingslieder, Soldatenlieder and Jungherrentanz 
(Decca EP DFE6180). 

I am astonished to find myself on the way to 
becoming a Kostelanetz fan. Last month I 
liked the Philips “ Traviata for Orchestra ”’ 
and now I have fallen for a Columbia iong- 
player of music by Romberg and Kreisler 
respectively (33S5X1041). The former is 
mostly in waltz rhythm and the orchestra 
sounds like a symphony orchestra plus piano 
and a contingent of saxophones. But with 
Kostelanetz the keenest of ears can be bam- 
boozled by his clever microphone technique. 
The Kreisler music is more orthodox in its 
orchestration, but throughout both sides the 
arrangements are highly individual and remark- 
ably effective. The music is of course sentimental 
to the highest degree and so is well adapted for 
lush orchestration seasoned with a little 
piquancy here and there. Definitely a two-star 
record in its category—and one that I shall 
earmark for snoozing over after an unusually 
good dinner ! 





MISCELLANEOUS 
AND DANCE 8y “HARLEQUIN” 


5 r.p.m. numbers are given where applicable for 
E.M.I. Group titles, whilst an asterisk indicates 
availability at 45 r.p.m. on the Decca Group labels. 
45 r.p.m. numbers for the latter Group are the same as 
the 78 r.p.m. numbers with the addition of the prefix 


cc tos 
45 


Not a very exciting month, despite a fabulous 
output ; a substantial batch of late arrivals 
must await selection till next month, and only a 
fraction of the records heard can be mentioned. 
Brunswick are building up quite a library of 
LP versions of American musicals. These are 
invariably well turned out, and presented with 
imagination. The latest is “On Your Toes” 
(LAT8061). This show played at the London 
Coliseum in the “thirties, the cast including 
Vera Zorina, whose latest gramophonic 
appearance was in Arthur Honegger’s Jeanne 
d’ Arc au Bicher. This record is of a re-vamped 
version of the show recently seen on Broadway 
and presumably destined for London. Miss 
Zorina reappears, and Elaine Stritch adds a 
spice of sophistication. There was a wonderful 
Columbia record from the original London 
production of Jack Whiting in the title tune, 
and in the new record Bobby Van adheres to 
the same routine. Very welcome. Moreover we 
have a complete performance of the sinister 
ballet “‘ Slaughter on Tenth Avenue ’”’, never 
previously recorded in full. Here is good value, 
even though the sleeve rather pointlessly 
announces that the dances are arranged by 
George Balanchine. We still await gramo- 
vision! There is a number called The Three B’s, 
which should amuse devotees (of whom I am 
one) of our more austere pages. 

America still takes care of a sizeable share of 
the box office in Argyll Street. The Four Aces 
and Kitty Kallen share a double top at the 
London Palladium in the week I am writing. 
The former arrive on EP with four standard 
numbers, Mr. Sandman, Melody of Love (without 


recitation, but with a good saxophone solo), 
It’s a woman’s world and Three Coins in the 
Fountain (Bruns. QEgogo). More recent 
numbers appear on Bruns. 05401* and 05418*, 
the latter including their Stranger in Paradise. 
Topically for her London début Miss Kallen 
sings Kitty Who ? on Bruns. 05431*. Also on the 
Palladium bill in the same week was Billy 
Cotton—a good week for Mr. Cotton with 
the front cover of ‘‘ Radio Times ”’ to himself. 
Considering the number of occasions on which 
concert parties have fallen back on that never 


failing standby, Jf I were not upon the stage, it 


is unbelievable that it has not been recorded 
before (pending a postcard from Mr. Clough 
or Mr. Cuming). The Cotton Band, or rather 
a variety of vocalists masquerading under that 
title, do it justice and bring back memories of 
countless hard working troupes on rain sodden 
piers (Decca Fio501*). Play me Hearts and 
Flowers sings Doreen Stephens (surely not 
Mrs. Gorsky ?) with Billy Cotton on Decca 
F10524*, but this is precisely what the band 
does not do—a pity, for it was a good tune as 
the old Pimlico Biograph remembered when 
they were celebrating their jubilee the other day. 

A really magnificent ‘‘ Kismet ’’ selection 
comes on H.M.V. C4268'45-7P153. This is 
played by The Melachrino Orchestra. 
Orchestrations right, well constructed and 
brilliantly recorded. 78 veterans please note ! 
EP forty-fivers can pay more for Norrie 
Paramor, who is good but sticks to a 

‘rhythmic ”’ presentation on Col, SEG7587. 
I apologise for using the word “ rhythmic **, 
but I know of no decent word for a performance 
which is neither jazz nor in uniform tempo. 
Perhaps a reader can help. 

Obviously the aaa hit is The Crazy Otto 
Rag, which is the very epitome of pub music. I 
hope the front is off the piano and a pint is on 
top of the treble. You can have this by itself, 
even with a vocal, or as an omnibus title for a 
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collection of rag numbers, in which form Will 
Glahe’s Sunshine Sextet takes us to the beer 
garden and introduces Yes, sir, that’s my baby, 
a tune which one Monsieur Aristide, who 
surely should be a member of the Academie, 
includes in an enchanting Felsted LP called 
Piano Mecanique, for which the player provides a 
sort of vocal obligato on Toscanini lines 
(Glahe: Decca F10520* ; Aristide: Felsted 
LP SDL86023). Then there is Happy Hoagy 
Carmichael, presumably the Hoagy Car- 
michael, whose Otto Rag seul is backed by 
Happy Hoagy’s Medley with I can’t give you 
anything but love and The Darktown Strutters on 
Vogue Q72078*. Well, of course, “ around 
about 1935 along came swing, boogie-woogie 
and jive’’, and Mr. Carmichael was always a 
versatile artist. There is a triumphant vocal 
version from the Stargazers, with Hey Mr. 
Banjo on Decca F10523*, and a slap-happy 
record by Petula Clark, The Radio Revellers 
and Joe “ Mr. Piano” Henderson, not to 
mention “and friends”, on Polygon P1169. 
Rather a top heavy cast for so slender a joke. 
But perhaps the final choice should go to 
Johnny Maddox on London HL8134*. His 
version is called The Crazy Otto Medley. 
Curiously omitting the actual tune altogether, 
Mr. Maddox plays a selection of numbers with 
German titles ending with Irving Berlin’s Play 
a simple melody. What makes the record is the 
other side on which the player gives a perfor- 
mance of real style based on Dvorak’s Humoresque. 
This is quite unlike the famous Art Tatum 
record (on the back of the brilliant Elegie), but 
is no less desirable. 


There is in fact this month a really beautiful 
record from Art Tatum on LP. Here is a 
natural musician. The playing may _ be 
stereotyped but despite the profusion of those 
magic runs down the piano, this record contains 
a wealth of ideas, and the ornamentation is 
never stuck on; it is part of the personality 
and grows naturally out of the music. That, 
I know, is what some of us say in another 
sphere about Liszt, but whether you like it or 
not, it is not artificial. It belongs. It would be 
interesting to hear Mr. Tatum in a “ straight ”’ 
recording of Chopin ; what ever other criti- 
cism might be made there should be no objec- 
tions about excessive rubato. On this record, 
called “‘ Art Tatum Encores ”’, he plays two of 
Gershwin’s loveliest melodies, Someone to watch 
over me and Somebody loves me, and plays havoc 
with another melody of Dvorak from the slow 
movement of the New World Symphony under 
its bastard pop title Goin’ Home. This is a 
lovely record (Capitol LC.6638). 


Reverting to pub music, Joe * Mr. Piano ” 
Henderson has a riotous medley Sing it with 
Joe (Margie, etc.) on Polygon P.1167, which 
comes as a relief after four hours of tear-jerking 
crooning. Steve Race turns up on EP. One 
side of the Col. SEG7584 uses the device of 
multi-recording (surely a once-only stunt). 
On the other, Mr. Race, who can certainly 
play the piano and ought to record more without 
stunts, revives So in love from ‘‘ Kiss me Kate ”’ 
And here is the world’s longest ever medley, 


-an all-time record unlikely to be surpassed 


unless there is a Kunz album. This is Charlie 
Kunz’s Piano Medley of Medleys on Decca 
LP LK4og1. I have not counted all the numbers 
included, but the label alone is worth its place 
in any collection. Writing the Athanasian 
Creed on a sixpence would be child’s play by 
comparison. A pleasant record as a_back- 
ground for work, such as writing this column. 
This month’s organ is that of the Regal, 
Kingston-on-Thames, played by Joseph Seal, 
who accompanies the commercials with a 
nicely registered selection from ‘“‘ Deep in my 
Heart ’’ on Parlo. R4o20. And Semprini 
turns in a winner, Parakeet, a neat performance 
on H.M.V. B10863, brilliantly recorded. 
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HARTLEY - TURNER 
SOUND EQUIPMENT 


Complementary to the Super Control Pre- 
amplifier which was described in the April issue 
of this magazine, we would now like to draw 
attention to the Hartley-Turner 20 Watt 
Amplifier. 





BRIEF SPECIFICATION : 

Input sensitivity 1V RMS for 20 Watt output 
into 4 or 16 ohm load. Negative feedback over 
all stages. Push-pull tetrode output stage. 
Suitable for A.C. mains 50-60 c/s 100-125V and 
200-250V. Additional power supply sockets for 
preamplifier 6.3V 1A, 250V 5mA and for radio 
tuner unit 6.3V 2A and 250V 25mA. 


Price £33 Os. Od. 


Full details of this and our other products 
sent free and post free on application to : 


H. A. HARTLEY CO. LTD. 


152 Hammersmith Road, Hammersmith 
London, W.6 
Telephone: RiVerside 7387 


Special Note for Overseas Dealers : 

If you require supplies of any items of 
communication equipment and are not already 
served, our Purchasing and Export Depart- 
ments can help you. Let us know your 
requirements. 
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IT COSTS 
NOTHING 


to have your name on 
our mailing list and to 
receive details of our 


issues of 


AUTHENTIC 
RUSSIAN 
RECORDINGS 


TO RECEIVE REGULAR DETAILS OF NEW ISSUES 
SEND YOUR NAME TO US ON A POSTCARD 


OR SEND THIS COUPON TODAY 


To: James Quality Recording Co., Ltd., 
28 Buckingham Street, W.C.2 
LONDON 


Please send me details of your new issues of Authentic Russian 
Recordings. 


Address ......... 


Retailers should indicate quantities required | | 
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AMPLIFIERS 


OSRAM 912 
This renowned amplifier complete—with drilled chassis—front panel. Brand new B.V.A. 
Valves. All transformers approved by G.E.C. Everything included. 


Partridge Kit £23/18/3. Tele-Radio Kit £18/18/6. Wired and Tested £4 extra. 
WILLIAMSON 

This amplifier justly celebrated all over the world. Absolutely complete with all parts. 

Partridge Kit £25. Wired and Tested £29/15/-. 


P.A.1 PRE-AMP FOR WILLIAMSON AMPLIFIER 
The P.A.!I pre-amp, especially designed by us—for use with the Williamson. Up to a standard 
—Down to a special price. 
Kit £6/16/6. Wired and Tested £8/18/6. 

MULLARD 5-10 

WILLIAMSON AMPLIFIER This clever new amplifier is offered ‘eee, to last nut and bolt. Brand new B.V.A. Valves. 
First quality components throughout 
Kit Price £15. With Partridge O/P £15/11/3. 








LEAK 
TLIO £17/17/-. TLI2 £28/7/-. TL25 £34/7/-. 
Vari-Slope Mk. II £16/16/-. Point | Pre-Amp. £10/10/-. 


UNITELEX MG4 
Designed to meet the need for a low-cost but flexible 5 watts general purpose 
amplifier, £8/18/6. 
QUAD 
Quad II £22/10/-. Quad Il Control Unit £19/10/-. 





P.A.1 PRE-AMP DEMONSTRATIONS ANY TIME 





PICKUPS 





ACOS GP.20 Arm ... om soe sae = ais o mn) oe a 
ACOS HGP39 Head Std. ate... ae ane _ dee ~- @G G 2 3 
COLLARO Standard Magnet P.U. ian es nen See eee nm aa} 
COLLARO Studio O or P Pickup sn ate one -. @i4 8 
COLLARO Transcription Arm Studio ‘‘ ‘P” Pickup ee nen eee w«w Be F 
COLLARO Transcription Arm Studio nal ae ~e one a ee 
B.j. Arm eee a ion me —_ - 20s 
DECCA XMS Heads, “Std. or LP... ine see oon alas -. @a £214 8 
DECCA XMS P.U. with 2 heads ... se aa me one pee ~ ae 2 
CONNOISSEUR P.U. with 2 Heads... eine ove woe ose a ass 
CONNOISSEUR Transformer ous one one 13 0 
CONNOISSEUR P.U Heads. Diamond Stylus. “Std. or LP ... -. @a £7 811 
LEAK Dynamic P.U. with Diamond — oon som oo Os 9 6 
LEAK Dynamic Extra Head ae se ee be ao as 
SPEAKERS Mu-Metal Transformer sy ons ns wan a eee exe oe C155 0 

G.E.C. Metal Cone . ne os ce R A RS 

Ledeen ery | Super 5 sat wie ae we sae r7} 3 $ G M MOTO 

WHehEnanaee eng AL. ee e o 8 COLLARO 3/554 3 Speed Motor and Pickup ... -. €818 4 

WHARFEDALE Super 8 CS . sr sts ss TE 3 COLLARO 2010 3 Speed Transcription Motor and “PX? Pickup” .. £18 ET 

WHARFEDALE Super 8 CS/AL ae ig a3! Go £6 13 7 GARRARD 30! 3 Speed Transcription Motor .. oo Been 2 

WHARFEDALE Golden 10 ae oe ai? a ; GARRARD RC80M 3 Speed Autochanger with 45 r. p.m. Post ee -. £1812 9 

WHARFEDALE Golden CSB : ee ns AZ 686 7 CONNOISSEUR 3 Speed Transcripticn Motor (Latest Model)... oo. G25 1S § 

WHARFEDALE W.I2 CS OID oT: om B98 § __ OCTAGONAL spaaxen Casiner 

ALE Super 12 CS/AL ane ae os bil Designed for the G.E.C. Metal C 

WHARFEDALE W.!5 . axe ae sane ane ti 0 9 a. , eer 

WHARFEDALE W.I5 CS a pes rm ne -. £1710 0 . 1210 0 

yt cher eed Axiom 101 ae aC ey au ae 2 Price sa ep pee .. £12 10 

S Axiom 102 pee —_ ie _ 
GOODMANS Axiom IsoMk. i oh 2 R.}. SPEAKER CABINET 
Soaps —— « apetiall iT] ne es ae .. £1414 0 The sensational new miniature 
udiom o- ose aoe ooo eee 

GOODMANS Audiom 70 a te § Speaker Cabinet - Whestatite, 

GOODMANS Audiom 80 sg 10 0 Price “ - 10 0 

GOODMANS Audiom 90 an sits -_ ob -. £28 00 

W.B. HF.810 Be es a o> ea a ee TUNER UNITS 

W.B. HF.1012 ink me Be ee ae se vo ay 6 CHAPMAN S4. Four Stage Feeder 


Unit ... ee £16 0 
Ditto. S5. Five ane Deuter’ Unit . £21 6 


FERROGRAPH, VORTEXION F.M.81 V.H.F.FM Feeder Unit ... £21 0 
and UNITELEX JASON FM Tuner ... . £15 17 


Tape Recorders in stock Postage and Packing extra 


Carriage on cabinets 
— All makes of tapes stocked — according to mileage 10/- to 15/- 


H.P. Terms Available 


TELE-RADIO (1943) LTD 


189 EDGWARE ROAD, LONDON, W.2. Phone: PAD 4455/6 


Shop hours : Monday-Saturday 9 a.m. to 6 p.m. Thursday 9 a.m. to | p.m. 
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DaNseTTE a DANSI! 


DANSETTE AUTOMIX 


ALL THESE MODELS 
PLUS-A-GRAM TABLE MODEL PLAY CLOSED WITH 
ANY SIZE RECORD 


DANSETTE 


bli ads 


fr QUALITY, WORKMANSHIP 


TONE, AMPLIFICATION and FINISH 


In case of difficulty write for name of nearest stockist. 


. & A MARGOLIN LTD Telephone CLErkenwell 2133-7 
: : 7 Telegrams: PLUSAGRAM, CENT, LONDON 


112-1146 OLD STREET, LONDON, E.C.!I Cables: PLUSAGRAM, London 
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VORTEXION C8 QUALITY 


TAPE RECORDER 


* The total hum and noise at 74 inches per 
second 50-12,000 c.p.s. unweighted is better 
than 50 dbs. 


* The meter fitted for reading signal level 
will also read bias voltage to enable a level 
response to be obtained under all circum- 
stances. A control is provided for bias 
adjustment to compensate low mains or 
ageing valves. 


* A lower bias lifts the treble response 
and increases distortion. A high bias 
attenuates the treble and reduces distortion. 
The normal setting is.inscribed for each 
instrument. 

* The distortion of the recording amplifier 
under recording conditions is too low to be 
accurately measured and is negligible. 


* A heavy mu-metal shielded microphone 
transformer is built in for 15-30 ohms 
balanced and screened line, and requires 
only 7 micro-volts approximately to fully 
load. This is equivalent to 20 ft. from a 
ribbon microphone and the cable may be 
extended 440 yds. without appreciable loss. 


%* The 0.5 megohm input is fully loaded by 
18 millivolts and is suitable for crystal P.U.’s, microphone or 
radio inputs. 
* A power plug is provided for a radio feeder unit, etc. 
Variable bass and treble controls are fitted for control of the 











The amplifier, speaker and case, with detachable lid, playback signal. 
measures 8}in. x 22}in. x I53zin. and weighs 30 Ib. * The power output is 3.5 watts heavily damped by negative 
feedback and an oval internal speaker is built in for monitor- 
PRICE, complete with WEARITE TAPE Hina Mangetonte ; 
%* The playback amplifier may be used as a microphone or 
SADA Sok Uvccbsveseecehbuxsoesbeeensseubesbs .-.£84 0 0 gramophone amplifier separately or whilst recording is being 
made. 


* The unit may be left running on record or playback, even 
with 1,750 ft. reels, with the lid closed. 


POWER SUPPLY UNIT to work from 12 volt Battery with [an output of 230 v., 120 watts, 


50 cycles within 1%. Suppressed for use with Tape Recorder. PRICE £18 0 0 


FOUR CHANNEL ELECTRONIC MIXER 


is almost essential for the professional or semi- 
professional where a number of different items 
have to be mixed on one tape recording. 


It is recommended by a number of tape recorder 
manufacturers for this purpose. 


Any normal input impedance can be supplied 
to order, balanced or unbalanced, the standard 
being 15-30 ohms balanced. 


The normal output is 0.5 volt on 20,000 ohms or 
less, but 600 ohms is available as an alternative. 
The steel stove enamelled case is polished and 
fitted with an engraved white panel suitable for 
making temporary pencil notes. 


An internal screened power pack and selenium 
rectifier feed the five low noise non-micro- 





phonic valves. PRICE 
Used in many hundreds of large public address £36 15 0 
installations and recording studios throughout 

the world. 


Manufactured by 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, $.W.19 


Telephones : LiBerty 2814 and, 6242-3 Telegrams : ‘‘ Vortexion, Wimble, London ”’ 
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The saxophone is back in favour as a solo 
instrument, though it is probably Coleman 
Hawkins rather than Rudy Widoeft who provides 
the inspiration for its current treatment. Frank 
Weir has for some time been busy building 
a public for his playing, even though he finds 
it necessary to bring in the inevitable choir. 
He has certainly earned his LP (Decca LF 1208), 
which includes Eric Coates’ Sleepy Lagoon, The 
Donkey Serenade and even The Lily of Laguna, 
while on H.M.V. LP DLP1077, Bobby Dukoff 
plays the tenor instrument, again with a chorus, 
in a rather dreary record, mostly in slow tempo 
—even for Makin’ Whoopee. It is really 
ridiculous to grind out smart cabaret songs like 
Let’s do it to a heavy beat, and even to play 
In the shade of the old apple tree on the saxophone 
at all! However, this record is very much 
a la mode. 

* Paul Whiteman and the New Rhythm 
Boys ” is a label to excite the over 40’s, par- 
ticularly when one side carries Mississippi Mud. 
This must be a new recording. The treatment 
is much the same, except that the original 
Rhythm Boys, of whom Bing Crosby was one, 
did not use the band in this number. Anyway 
here are a few moments of nostalgia for the 
twenties, while the saxophone playing on the 
reverse in Then and Now, with its catalogue of 
current pop singers will also doubtless bring 
the odd sigh. The King of Jazz still has loyal 
supporters (Vogue Q72064*). 

The Continent continues to flood the market. 
There are no less than six Felsted LP’s. Cocktail 
de Chansons (SDL86020) is an attractive collec- 
tion of four singers—two songs each—with 
Jean Sablon repeating his Un seul cowvert 
please Fames, and also singing a little Portuguese 
number. Emil Stern’s Sweet Music is good 
dance music, stylishly played, which does not 
blow you out of the house. French popular 
titles, including Fanny! The same _ band 
appears in Surprise Party-Republique along with 
five others. This is a very mixed bag with some 
odd titling. Lover is cheek by jowl with Tales 
from the Vienna Woods, much bowdlerised and 
comically titled in French. Again what is 
called simply Trois Valses by Johann Strauss is 
in fact the song C’est la saison de l'amour from 
the first Act of the show of that name—music 
by Oscar Straus after Johann Strauss I (SDL 
86022). A further Surprise Party— Madeleine 
must be held over. Then we have Pierre 
Pagliano et son Orchestre de Mandolines 
in Sous le ciel d’Italie, which includes Csardas de 
Monti! Why this mania for French titles ? 
Shall we soon be buying records of the Overture 
to Le Vaisseau Fantéme? M. Pagliano plays on 
SDL86019. I have already mentioned the 
gorgeous M. Aristide, but even here it is 
something of a shock when what is labelled 
Le Charleston de St. Germain turns out to be 
Yes, sir, that’s my baby. On London International 
LP WBo91064, a record called Escale de Rome 
presents Manuel De Riva, Roberto Cardinali 
and Bruna Urbani singing discreetly, roman- 
tically and doubtless appropriately. 

Among vocals Peggy Lee continues to turn 
in original songs imaginatively presented. 
Summer Vacation is one such on Bruns.05421*, 
and Danny Kaye’s “ Kismet ’”’ numbers will 
undoubtedly command sales. Not since Ninne- 
vah and Night of my nights are on Bruns.05414*, 
and Mr. Kaye has another record containing 
Manhattan Mambo and In my neck 0” the woods on 
Bruns.05424*. From a number of records of A 
whale of a tale, with its references to Douglas Byng 
type women such as Harpoon Hannah and Ty- 
phoon Tessie, I select Kirk Douglas, whose 
backing is the disarming And the moon grew brighter 
and brighter on Bruns.o5408*. At the other end of 
the scale, so to speak, Lena Horne is back. The 
iccompanying blurb welcomes her to the 
H.M.V. label, apparently forgetting her famous 
‘ecordings with the Dixieland Jazz Group of 
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N.B.C.’s Chamber Music Society of Lower 
Basin Street and her personal appearances in 
London. Miss Horne is certainly a personality 
and has a couple of sexy songs called Love me or 
leave me and I love to love on H.M.V. B10869'45- 
7M309. Sid Phillips has us on our feet pretty 
quickly with his Sensation Rag and a good, 
average St. Louis Blues on H.M.V. BD6195. 





THE MONTH’S CHOICE 


“ On Your Toes ” (Brunswick LAT8061) 

Melachrino : “ Kismet ’’ Selection (H.M.V. 
C4268) 

Aristide : Piano Mecanique (Felsted SDL86023) 

Art Tatum (Capitol LC6638) 

Peggy Summer Vacation (Brunswick 
05421) 

Moondog: (London REP1o010) 





And so to our round-up. The Mills 
Brothers are slipping. The four boys and 
a guitar have brought in an orchestra for 
Paper Valentine on Bruns. 05399*. ret 
Bond, on the other hand, is certainly helped 
by a brilliant trumpet and a good chorus in 
her songs on Decca F10506*. Pee Wee Hunt 
introduces a vocal into Save your love for me on 
Cap. CL14286*, and The Modernaires take 
off various pop singers in their record of New 
Juke Box Saturday Night on Vogue Q2035*. 
Wabash 4-74.73 is a good telephone number in 
the great tradition of “ Kity, Kity, isn’t it a 
pity, in the city you work so hard, with your 
one, two, three, four, etc., Gerard” In the 
call-box is Jimmie Komack on Vogue 
Q72061*. Brunswick have broken up their 
“Wonderful Town”’ record into three EP’s 
(OEg100/2), but I must warn you that 38-24-35 
(Sheb Wooley: M.G.M. 824/45-SP1130) is 
nothing to do with the telephone. These are 
figures of another kind, and should, so I am 
assured by the distaff side of the house, be read 
from the hips up. Jean Carson comes along 
with her songs from the film of ‘* As long as 
they’re happy”? on H.M.V. Bro861, and 
Diana Decker is as cheerful as ever in I’m in 
favour of friendship on Col. DB3607. So I should 
jolly well think! When Miss Decker walked 
onto the stage of Sandown Pier a few years ago 
she was like so many film stars who have to 
cover the ground from the wings to the mike, 





NEW POPULAR RECORD 
CATALOGUE 


Readers will no doubt be aware that the 
April edition of THE GRAMOPHONE 
Poputar LP CataLocuE has become the 
“Volume One—Master Edition”. This 
contains all Popular LPs, MPs, standard 
and extended 45s issued during the period 
June, 1950, to March, 1955. Copies are 
still available from the publishers, price 
2s. gd. post free. 

The next edition due for publication in 
July will list only those Popular Records 
issued during the period April, 1955, to 
July, 1955, but the scope of the Catalogue 
will be increased considerably by the 
inclusion of Popular 78 r.p.m. records. 
The quarterly issues of this Catalogue will 
be cumulative, as were the issues in 
Volume One mentioned above. The price 
of the Catalogue will remain at 2s. 6d., 
copies being available from your local 
Record dealer or direct from the publishers 
at 49 Ebrington Road, Kenton, Middlesex 
(price 2s. gd. post free ; ; annual sub- 
scriptions 10s.). 
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looking and doubtless feeling as gauche as on 
the longer walk back to the Pavilion after a 
momentary stay at the wicket. Now Miss 
Decker sounds ready to get away from the 
ironmongery and tread the stage like a trouper. 
Sweet brown-eyed baby suits The Ames Brothers 
well enough on H.M.V. B10870/45-7M310, 
and Tommy Alexander provides a few thrills 
in a dance record, in which he revives Was that 
the human thing to do? There is some good 
material here and not a few ideas, but there 
is rasping in forte passages ; probably on purpose 
but it is an ugly sound at variance with the rest, 
which is interesting (M.G.M. 822). The same 
applies to an LP by Billy Butterfield called 
‘* Ballads for Sweethearts’”’. The first number 
is played in a manner that is anything but 
romantic. Most of the record is in slow tempo, 
but again between the raucous outbursts some 
interesting things are going on, which is as 
well as this is my sole Nixa record this month 
(WLPY6729). On the other hand, some 
people might find it hard to stay awake through 
Vic Schoen’s Brunswick LP called ‘“ Music 
for a Rainy Night ’’ (LAT8060). This is full 
of dim vocals, hardly strong enough to keep 
one indoors whatever the weather. 


Ella Fitzgerald has been back in England 
recently, and so an EP and a 45 come topically 
for her admirers (Bruns. OEgo48—songs by 
Gershwin, and 05427*). A curio is an EP 
called “‘On the Streets of New York” by 
Moondog. I do not know whether “ Moon- 
dog” is a soap powder or a horse. Maybe it is 
the name of the player of a variety of percussion 
instruments against a soft background of noises 
as of ships’ sirens or motor cars. If ever a 
record needed a sleeve note this is it, but there 
is nothing. I think you ought to hear this. 
(London REP 1ro1o). 


The Jerry Fielding Orchestra is a big 
band playing in the contemporary style. The 
glory of love and The gypsy in my soul are on Bruns. 
05399*. Al Hibbler’s Daybreak is based on the 
Mardi Gras section of Ferde Grofe’s “‘ Mississippi 
Suite’ (05420*), The Five Smith Brothers 
return on Decca in Paper Valentine (F10507*), 
and The Johnston Brothers have an amusing 
novelty in Hubble Bubble (F10513*). Louis 
Armstrong’s latest commercial is of Sincerely, 
backed by Pledging my love with celeste and bells ! 
(Bruns. 05415*) Bing Crosby sing: Ohio, 
coupled with A quiet girl, which he does 
very nicely on Bruas. 05419*, and Gordon 

e makes a sporting effort to get out of 
the rut in a song called High on a windy hill 
(Cap. CL14276*—reverse Stranger in Paradise). 
Nothing is sacred to mambo—not even Tiger 
Rag. Tigzr Rag Mambo, which is rather like 
mustard with mutton, is rendered (and the 
word is surely deserved !) by George Williams 
on Vogue Q72063*, and Mr. Williams has a 
new train novelty in The knocked out choo-choo on 
Q72053*. I do not know Eydie Gorme. If 
she isn’t a star, she certainly has it in her. She 
positively explodes into Chain Reaction on Vogue 
Q72044*. Eileen Barton and Lawrence 
Welk protest I don’t want to mambo polka—I 
should think not—on Q72060*, but this does 
not prevent Malcolm Mitchell from com- 
mitting Little Brown Jug Mambo to wax on Decca 
F10503*, with a good title on the reverse—Rites 
of Swing, not quite another Sacre, though it may 
sound like it to some. The column is played 
out—musically if not physically—by Frank 
Chacksfield, who weighs in with four EPs and 
a 45, all of which make pleasant listening, and 
which provide yet another title shock. Decca 
EP DFE6258 contains a tune called Vieni sul 
mar, which is an odd translation for Two lovely 
black eyes. The other Chacksfield numbers are 
EPs DFE6257, 6256, 6227 and Fro511*. I 
hope the weather, the Election and the Derby 
have turned out right for you, and that even 
the Miscellaneous bran tub may yield a surprise. 
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JAZZ *. SWING 


Reviewed by 


The GRAMOPHONE 


EDGAR JACKSON and OLIVER KING 


*** Americans In Sweden ” 

***Lars Gullin and the Kenton Sidemen: 
Dedicated To Lee (Gullin) (a); Late 
Date (Gullin) (6) 

***Jimmy Raney Quintet : Indian Summer 
(Herbert) (c); Jumping For Jane 
(Feather) (d) 

(Esquire EP EP45—13s. 11d.) 

(a) (Swedish Metronome MR504B), (b) (do. 505A)— 
Gullin (bar); Lee Konitz (alto); Zoot Sims (tnr) ; 
Conte Candoli (tpt); Frank Rosolino (tmb); Don 
Bagley (bass); Stan Levy (drs). 25/8/1953. Stockholm. 

(c) (do. MRE63A)—Raney (gir); Putte Wickman 
(ct); Bengt Hallberg (pno); Red Mitchell (bass) ; 
Elaine Leighton (drs). 13/1/1954. Stockholm. 

(d) (do., do.)—Raney (gir) ; Gosta Theselius (tnr) ; 
Sonny Clarke (pmo); Mitchell (bass); Leighton 
(drs). Same date. 

Previous issues: (a) and (b) Esquire 10-348. 

The Gullin-Kenton Sidemen side of this EP 
was made during the Stan Kenton Orchestra’s 
1954 European tour. It was originally intended 
to feature the Kenton stars at length, but when 
the scores (by Lars Gullin) were shown to 
them they claimed that there was not enough 
time for them to work up their solos adequately. 
The result is that Dedicated to Lee, which was to 
have been a feature for Lee Konitz, has only a 
written part for him; the only Kentonite solo 
in Late Date is eight improvised bars by Zoot 
Sims ; and both titles become virtually show- 
— for Gullin. Happily, he plays well on both 
sides. 

The Raney Quintet contributions are the 
remaining titles from the Leonard Feather 
“* Jazz Club U.S.A.” sessions, from which we 
have already had, under Raney’s name, a 
Vogue EP (1003, reviewed last February). 

Indian Summer is notable for the fine perform- 
ance of clarinettist Putte Wickman, who is a 
far superior jazz musician to many of the more 
lauded American players of the intrument. 
Jumping has a good eight bars by Raney, and 
eight by Elaine Leighton, in which she proves 
herself at least the equal of many of her more 
famous male contemporaries. 

But, apart from Summer and Lars Gullin’s 
aforementioned contributions to the Gullin- 
Kenton group, one hears little on this disc that 
is up to what one might expect from the star 
line-ups used. E. 


Vic Ash All Stars 
***Tullaby Of The Leaves (Young) (Melodisc 
DA2100) 
*** Ain’t Misbehavin’ (Waller) (do. DA2z102) 
(Melodisc 1315—6s.) 

Ash (cli); Gerry McLoughlin (vib) ; Derek Smith 
(pno); Johnny Hawksworth (bass); Allan Ganley 
(drs). 16/2/1954. London. 

Two unpretentious but well tailored and 
convincingly played sides by Britain’s top 
clarinettist, Vic Ash, well supported by the 
rest of this small group. 

You won’t have to look any further than 
Gerry Miulligan’s performance on Vogue 
LDEogg for the inspiration of the comfortably 
easy tempo and rhythm of Lullaby, or than any 
Brubeck record for the basis of Derek Smith’s 
piano in both sides. But it’s something to find a 
British group appreciating the niceties of the 


Mulligan beat and rudiments of the Brubeck 
character, and able to put them into practice 
without sounding as though they were merely 
copying parrot-like. 

The departure from the stereotyped four-in-a- 
bar in the first and last choruses of Misbehavin’ 
brings a refreshing relief to a rhythm which, 
despite Allan Ganley’s better than average 
drumming, is inclined to be a little heavily 
plodding. 


xChris Barber’s Jazz Band 
*** Merrydown Blues (Barber) (c) ; Skokiaan 
(Msarurgwa) (d) ; I’d Love It (Redman, 
Hudson) (e); It’s Tight Like That 
(Dorsey, Whittaker) (V by Barber) (f) 
(Decca EP DFE6238—9s. 34d.) 
****%* Bobby Shafto (Trad.) (a) 
***** The Martinique (Trad.) (6) 
(Decca 78 F10492 ; 45 45F10492—5s.) 

(a) (Decca DR19297), (6) (do. DR19300)—Barber 
(tmb); Monty Sunshine (cit); Pat Halcox (cornet) ; 
Lonnie Donegan (bjo); Jim Bray (bass); Ron 
Bowden (drs). 13/7/1954. London. 

(c) (do. DR19910), (4) (do. DR19911), (e) (do. 
DR19912)—Personnel as for (a), plus Bertie King 
(alto); Bray plays also tuba. 30/10/1954. At the N.J.F. 
British Festival of Jazz, Festival Hall, London. 

(f) (do. DR20032)—Personnel as for (c), minus King. 
Same occasion. 

Human nature being what it is, in that it can 
never let well alone, the introduction— 
mercifully only as a guest in what was primarily 
a public performance rather than a recording 
session—of a saxophonist who plays bop phrases 
with bop t-ne against the eminently satisfactory 
New Orleans backing of Chris Barber’s Jazz 
Band was presumably inevitable. Nevertheless, 
it is a pity, and while J’d Love It is a healthy 
enough recording, there are moments in Skokiaan 
which made me think I’d got hold of part of 
the modern concert held in the Festival Hall 
the same day. No one will deny Bertie King is a 
fine exponent of the modern rhythmic idiom, 
but he fits the Chris Barber Jazz Band like a 
straightjacket on a Derby winner. Best of the 
four tracks on the EP is /t’s Tight Like That, 
which is the Barber band playing its best, with 
a hilarious vocal by the leader. Maybe he isn’t 
another Armstrong (and I, for one, am glad) ; 





ABBREVIATIONS 


Acc .. accompaniment pno .. piano 

alto .. alto saxophone tnr . tenor saxopbone 
arr... arranger tpt - trumpet 

bar .. baritonesaxophone tmb .. trombone 

bass .. string-bass Trad .. traditional 

bjo .. banjo Vv .. vocal refrain 

Cc .. coloured artiste(s) vib . vibraphone 

cit .. clarinet voc .. vocalist 

drs .. drums vin... violin 

gly .. guitar xyl .. xylophone 


% indicates microgroove record. 334 LPs and 45 EPs 
are distinguished by the letters LP before the catalogue 
number for the former, EP for the latter. 


Asterisks (maximum five) indicate mainly the re- 
viewers’ opinion of each record as compared with all 
others mentioned, but take into account also how a per- 
formance compares with the general standard achieved 
by the artiste(s) in previously released recordings. 

When known, the date and place of recording, and if 
considered necessary also nationality or race of artiste(s), 
are given following the master number or personnel. 
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but I’ve not chuckled at a jazz vocalist for years 
as I did when first hearing Mr. Barber. So many 
jazz vocalists are so dreadfully sad, after all, and 
not always intentionally so, either. 

In the 78 disc, from an LP issued last year, 
we have two more superb examples of the work 
of Britain’s best traditional band. Watching 
them on Children’s Hour television the other 
day, I couldn’t help feeling that six men and a 
girl produce more variety in five numbers than 
three times that number of men produce in 
eight. Bobby Shaftoe (as it should be spelt) seems 
to be a kind of signature tune with the Barber 
band ; it started their TV show, and every time 
they do it it sounds pleasantly different, but it 
never loses its melodic character. On behalf of 
those still not equipped to play other than 78s, 
please can we have the rest of the LP in this 
form ? O.K 


*Beryl Booker 
***Tet’s Fall In Love (Arlen) ; Darn That 
Dream (De Lange, Van Heusen) ; 
Remember Me (Warren, Dubin) ; But 
Beautiful (Burke, Van Heusen) 
(Mercury EP EP1-6013—10s. 7$d.) 


(Am. EmArcy, individual master numbers unavailable) 
1 Book ; Jot Collins (gtr) ; Oscar 





—Bery (pno) ; y 
Pettiford (bass). 1952. U.S.A. 
Beryl Booker has the reputation in America 
of being one of their finest female swing pianists, 
second only, say some, to Mary Lou Williams. 
You may not have believed it from her con- 
tribution to the H.M.V. ‘“ Modern Jazz 
Pianists’? LP (DLP1022, reviewed December, 
1953), but this Mercury EP shows her in a 
rather more favourable light. It has the draw- 
back of consisting only of very slow performances. 
But in rhapsodising on four familiar standards 
she shows that she is not bereft of ideas and that 
she has a good deal more jazz sense than many 
male American pianists who have acquired 
greater reputations—at any rate in this country. 
All round a pleasant record for your more 
reposeful moods, despite its less enterprising 
moments. E.J. 


*Bob Brookmeyer Quintet ; " 

*** Open Country (Brookmeyer) ; jive At Five 

(Basie, Edison) ; Polka Dots And Moon- 

beams (Van Heusen, Burke) ; In The 

Mode (Cohn) ; Skylark (Carmichael) 
(Vogue LP LDE131—27s. 4d.) 

(Am. Storyville, no tape or master numbers available) 
—Brookmeyer (valve-imb); Al Cohn (tnr); Johnny 
Williams (pxo); Bill Anthony (bass); Frank Isola 
(drs). January 1954. U.S.A. 


*Bob Brookmeyer Quintet 
**##9,20 Special (Basie) ; 1 Never Knew (Fio 
Rito, Kahn) 
(Vogue EP EPV1056—133.) 

(French Vogue, no tape or master numbers available )— 
Brookmeyer (valve-tmb); Henri Renaud (pno) ; 
<immy Gourley (gir); Red Mitchell (bass); Isola 
(drs). 5/6/1954. Paris. 

These records give us our first introduction to 
Bob Brookmeyer—twenty-five year old, Kansas 
city-born musician, who, although featured 
here only on the instrument he has now made his 
chief vehicle, the valve-trombone, plays also 


- clarinet and piano and undertook an intensive 


three years’ study of harmony and composition. 
At the age of twenty-one he secured his music 
diploma, since when he has been a member of 
Ray McKinley’s, Claude Thornhill’s, Woody 
Herman’s and Terry Gibbs’ combinations. 
Throughout most of 1952 and 1953 he was with 
Stan Getz and early in 1954 replaced the (as 
Alan Morgan’s sensibly informative sleeve note 
rightly puts it) “‘ almost irreplaceable ’’ Chet 
Baker in the Gerry Mulligan group. 

As is only to be expected in any comparatively 
newcomer to the jazz firmament, Brookmeyer 
is a follower of the modern trend, and a worthy 
one too. He has a fault—a curiously apathetic 











